The twentieth century impressionistic novel, Conrad and Faulkner / by Tanner, Jimmie Eugene,
This d issertation  has been 64—11,006 
m icrofilm ed exactly  as received
TANNER, Jim m ie Eugene, 1933—
THE TWENTIETH CENTURY IMPRESSIONISTIC 
NOVEL: CONRAD AND FAULKNER.
The U niversity of Oklahoma, P h .D ., 1964 
Language and L iterature, modern
University Microfilms, Inc., Ann Arbor, Michigan
CIE UNIVERSITY OF QKLMOMA 
GRADUATE COLLEGE
THE TW0ÎTIEOH CSITURT IMPRESSrCKISTIC NOVEL 
CONRAD AND FADIENER
A DISSERTATION 
SUBMITTED TO THE CHRADUATE FACULTY 
in  p a r t i a l  f u l f i l lm e n t  o f th e  requirem ents f o r  the
degree of 
DOCTOR OF PHILOSOPHY
BY
JIMMIE EUGENE TANNER 
Norman, Oklahoma 
1964
THE TWaiTIETH CSITURT IHPRESSim iSTIG HOVEL
CWRAD jWD FAULKNER
JIPPRDVED H r
# 7 ,  /ry  ^ / p
DISSERIAIIOH (X>MITTEE
ACKNOWLEDCayEEHTS
I  wish g ra te fu lly  to  acknowledge th e  sch o la rly  examples, 
encouragement, and a id  o f P ro fesso rs  V. A. ELconin, A« J .  F r i tz ,  and 
Roy R. Male, each of whom has been involved in  he lp in g  me g e t th is  
d is s e r ta t io n  w r i t te n . I  w i ^  a lso  to  thank p u b lic ly  John A. A lford 
and W illiam  R. M itch e ll, my f r ie n d s  and colleagues in  th e  E n ^ ish  
departm ent of Oklahoma B ap tis t U n iv e rs ity , who have given f r e e ly  of 
th e i r  tim e to  read  and c r i t i c i z e  ju d ic io u s ly  each ch ap ter as i t  was 
w r it te n .
111
TABLE OF CONTENTS
'  ■ Page
INTRODÜCTiaN ...................................................................................................... 1
Chapter
1   10
I I .............................    6l
n i ....................................................................................................................... 102
IV.......................................................................................................................  14-1
V....................................................................................................................... 185
BIBLIOGRAPBY .................................................................................................. 203
IV
THE TWaiTIEIH CMTURY IMPRESSEOÜISTIC NOVEL
CONRAD AND FAULKNER
INTRODUCTION
I t  i s  th e  th e s i s  o f t h i s  paper th a t  as a n o v e l is t ic  craftsm an 
W illiam  Faulkner bdLongs mure to  th e  in p re s s io n is t ic  t r a d i t io n  o f Joseph 
Conrad th an  to  the  stream -of-consciousness t r a d i t io n  o f James Joyce. In  
th e  c r i t ic is m  of Faulkner th e  name o f Joyce i s  freq u e n tly  invoked, as 
in  P e te r  S w ig g art's  re c en t book. The A rt o f  Faulkner*s Novels ( 1962) .^  
Whereas Sw iggart does n o t mention Conrad's name, he c a l l s  Faulkner a 
"Joycean” and devotes th e  g re a te r  p a r t  o f a  chap ter to  an examination of 
th e  re la t io n s h ip  between F au lkner’ s n a r r a t iv e  techniques and those  of 
Joyce, th o u ^  he adm its th a t  " a f te r  The Sound and th e  Furv and ^  I  Lav 
Dying Faulkner makes no im portan t use  o f th e  in terior-m onologue te c h ­
n iq u e . Undoubtedly, F a u lk n e r 's  tech n iq u es  in  th ese  two novels do owe 
something to  h i s  read ing  of U lvsses. b u t i t  can be shown, I  th in k , th a t  
thqy owe something a lso  to  th e  p ra c t ic e s  of Conrad. Furtherm ore, th e
^(A ustin ; U n iv ers ity  o f Texas P re ss , 19^2).
% b id . .  p . 74,  Swiggart i s  n o t ,  o f course, unique in  h is  approach. 
Both Leon Bdel in  The Psycholog ical N o v ^ . 1900-1950 (New Yoik: J ,  B. 
L ip p in c o tt Company, 1955; and Robert Humphrey in  Stream o f Consciousness 
in  th e  Modem Novel ("P e rsp ec tiv es  in  C ritic ism ; 3” » Bericd-ey: U n iv e rs ity  
o f C a lifo rn ia  P ress , 1955) d is c u s s  Faulkner in  term s o f th e  Joycean 
stream -of-consciousness t r a d i t io n .  N e ith e r d iscu sses  Conrad.
1
2re fe re n ce  to  üxe techniques o f Conrad illu m in â te s  F au lkner’ s a r t  in  
such l a t e r  works as L ig h t in  August and Absalom. Absalomt more than does 
th e  re fe re n ce  to  Joyce.
The suggestion o f a r e la t io n s h ip  between th e  techn iques of Conrad 
and Faulkner i s  n o t, o f course, a new one. I t  was made as e a r ly  as  19^1 
by Joseph Warren Beach as fo llo w s:
Most ex trao rd in ary  o f a l l  h is  p sycho log ica l n y s te r ie s ,  and 
most s tro n g ly  suggestive  o f  Conrad, i s  Absalom. Absalom 1. I t  
reminds one of Conrad n o t m erely by i t s  c a v a lie r  trea tm en t of 
chronology, b u t by i t s  way o f developing th e  s to ry  w ith  th e  
h d p  o f  in te r p r e te r s ,  who a re  engaged th ro u ^ o u t  in  a p rocess 
o f re c o n stru c tin g  th e  f a c t s  in  conform ity w ith  c e r ta in  hypoth­
eses  they  have s e t  up f o r  ex p la in in g  th e  c h a ra c te rs . The 
ch ie f o f  th e se  in te r p r e te r s  ( th e  Captain Marlow o f t h i s  ta le )  
i s  Quentin Compson. . .  . '
A few pages l a t e r  Beach c a lle d  L ig h t in  August and Absalom. Absalom! 
"u ltra-C onrad" (p . 169), b u t h is  book was adm itted ly  a  survsy and so, 
a s id e  from p o in ting  o u t id ia t should be obvious resem blances between 
th e  techn iques o f  th e  two men, he made l i t t l e  o f  h is  p e rcep tio n .
N e ith e r d id  anyone e ls e  a t  th e  tim e, pezhaps because o f th e  concentra­
t io n  on th e  war, perhaps because o f th e  r e l a t iv e  o b scu rily  o f bo th  
w r i te r s .
Not u n t i l  eleven y ea rs  l a t e r ,  fo llow ing  th e  re v iv a ls  o f both 
Conrad and Faulkner a f t e r  World War I I ,  were th e  two names lin k e d  again . 
I n  an im portan t E n ^ is h  I n s t i t u t e  Essay, "Concepts o f  Time in  The Sound 
and th e  Fury. " P e rrin  Lowrqy made th e  p o in t t h a t  "Faulkner* s  tendency in  
t e l l i n g  a  s to ry , l ik e  C onrad 's, i s  to  ta k e  th e  a c tio n  a t  a h i ^  p o in t, 
work through a  s e r ie s  o f fla sh b ack s , and then  come forw ard in  tim e to
^American F ic tio n . 1920-1940 (New Toik: The M ao d llan  Conpany, 
1941), p .  164.
3th e  concluding a c tio n ."^  This tim e th e  suggestion  was picked up by 
W illiam  Van 0*Connor who w rote in  The T anked  F ire  of VBJLliam Faulkner 
(195^) th a t  w ith  the  appearance o f The Sound and th e  Fury " i t  became 
d e a r  t h a t  Faulkner was a  committed a r t i s t ,  now w r it in g  in  the  t r a d i ­
t io n  o f  th e  modem novel to  which Henry James, Joseph Conrad, Stephen 
Crane, Ford Madox Ford, and James Joyce had c o n tr ib u te d ."^  But O'Connor 
p resen ted  F a u lk n e r 's  re la t io n s h ip  to  th e  im p re ss io n is t school—of which 
a l l  th e  above-named au th o rs  were presumably members—as a  ra th e r  vague 
one based on h is  commitment to  techn iques such a s  ren d erin g  ra th e r  than 
re p o rtin g  and to  p r in c ip le s  such as  th a t  of th e  o b je c t iv e  au thor. F ur­
therm ore, in  h is  d iscu ss io n  of F au lk n e r 's  l i t e r a r y  app ren ticesh ip , 
O'Connor l i s t e d ,  as  in flu en c es  on th e  young Faulkner, Sherwood Anderson, 
T. S. E l io t ,  Ezra Pound, Robert F ro s t , S tark  Young, Aldous H udey, 
Wÿndham Lewis, Swinburne and th e  E n ^ ish  A esthe tes, and th e  Russian 
n o v e l i s t s ,3 He d id  n o t mention Conrad.
Indeed, n o t u n t i l  a f t e r  th e  1956 p u b lic a tio n s  o f The P a ris  Review 
in te rv iew  and Faulkner a t  Naeano. in  both of which Faulkner l i s t e d  Con­
rad  as one of h is  p e re n n ia l f a v o r i te s ,  d id  F au lk n e r 's  c r i t i c s  again 
b rin g  up th e  Conradian in flu en c e  on him and even th en  they  were r a th e r
1 English In stitu te  Es-gavs. (1952), p. 67,
^(M inneapolis: The U n iv e rs ity  of M innesota P re ss , 1954), p . 37,
^"W üliam F a u lk n e r 's  A ppren ticesh ip ," Southwest Review. XXXVIII
(W inter, 1953)1 pp. 1-14.
4cau tio u s .^  There a re  paragraphs c a l l in g  a t te n tio n  to  t h i s  in flu en ce  
in  R ichard C hase's % e American Novel and I t s  T rad itio n  (1957). R ichard 
Coanda's "Absalom. Absalom!: The Edge o f In f in i ty "  (1958), and G ÿ rille
A m avon 's "Absalon! Absalont E t l 'H is to i r e "  (1958-59) There i s  a  long  
fo o tn o te  in  W alter J .  S L a to ff 's  Quest For F g i^ g e :  A Study o f VBJLliam 
Faulkner (i960) r e la t in g  F a u lk n e r 's  emphasis on th e  quiescence o r  t u r ­
bu lence  o f a  c h a r a c te r 's  body to  th a t  o f Conrad.^ And Warren Beck, in  
th e  s ix th  chap ter o f Man in  M otion; s T rilogy  ( 196I ) ,  though
a t t r ib u t in g  th e  d i r e c t  in flu en ce  on Fau lkner to  D ickens, d iscussed  
b r i e f ly  th e  way in  which Conrad foreshadows F a u lk n e r 's  use o f th e  
g ro te sq u e .^
These few examples a re , however, th e  exceptions to  prove the  r u le  
i l l u s t r a t e d  by S w ig g art's  book th a t  F a u lk n e r 's  c r i t i c s ,  w hile  making 
much o f  th e  in flu en ce  o f Joyce (and E l io t ) , have v i r t u a l ly  ignored t h a t  
o f Conrad. The books o f  H yatt H. Waggoner (1959) and F rederidc  J .
Hoffman ( I 961) ,  f o r  in s ta n ce , make a g re a t d e a l o f th e  in flu en ce  of E l io t ;
^Jean S te in , "William Faulkner,*' P a r is  Review. IV ( Spring, 1956), 
pp . 28- 52. This in te rv iew  i s  now most, r e a d ily  a cc e ss ib le  in  Vfi.lliam 
F au lk n e r: Ttoee Decades o f  C ritic ism , ed . F rederidc  J .  Hoffman and Olga 
W. V ickery (E ast Lansing, Michigan; Michigan S ta te  U n iv ers ity  P ress , 
i 960) ,  pp. 67- 82 , h e re a f te r  re fe r re d  to  as WF; I I I . The re fe re n ce  to  
Conrad occurs on p . ?8 . Faulkner a t  gagano, ed. Robert A. J e l l i f f e  
(Tokyo; Kedcyusha L td ., 1956), p p . 42, 44-45.
^Chase, (Garden C ity , N. Y .; Doubleday Anchor Books- 1957), 
p . 215. Coanda, Renascence. XI (Autumn, 1958), pp. 5 -6 . Amavon, La 
Revue Des L e t t r e s  Modernes. V (H iver, 1958-59), pp. 264-265.
^ (I th a c a , N. T .;  C ornell U n iv e rs ity  P ress , 196O), pp. ^ - 5 0 .
^(Madison; The U n iv e rs ity  of W isconsin P ress , I96I ) ,  pp. 145,
149.
5n e i th e r  mentions Conrad.'* Nor does Carvel C o llin s , who has w ritten  im­
p o r ta n t essays l in k in g  F a u lk n e r 's  works to  th o se  o f Joyce, mention Con­
rad  as an In flu en ce , though he does r e f e r  in  h is  " In tro d u c tio n "  to  Hew 
O rleans Sketches to  F a u lk n e r 's  s ta tem en t in  1924 th a t  "H eart o f Darkness" 
and Anderson's "I 'm  a Fool" w ere th e  two f in e s t  s t o r i e s  he had ever 
r e a d .2 F in a lly , C leanth Brooks in  th e  most re c e n tly  pub lished  book on 
Faulkner mentions Conrad on ly  i n  suggesting th e  p o s s ib i l i ty  th a t  th e  
t i t l e  o f Sanctuary i s  F a u lk n e r 's  iro n ic  r e f le c t io n  on th e  follow ing 
m ed ita tio n  of Marlow in  Chance; 3
A young g i r l ,  you know, i s  something l i k e  a  tem p le . You pass 
by and wonder what n y s te r io u s  r i t e s  a re  going on in  th e re , 
what p ray e rs , lA a t v is io n s?  The p r iv ile g e d  man, th e  lo v e r, 
th e  husband, who a re  given th e  key of th e  sanctua-ry do n o t 
always know how to  u se  i t .  For m yself, w ithou t claim , w ith ­
o u t m erit, s in g ly  by chance I  had been allowed to  look through 
th e  half-opened  door and I  had seen the  sad d est p o ss ib le  
d e se c ra tio n , th e  w ithered , b r i ^ t n e s s  o f youth , a  s p i r i t  n e ith e r  
made c rin g in g  nor y e t  d u lle d  b u t a s  i f  bew ildered in  qu ivering  
hopelessness by g ra tu ito u s  c ru e lty ;  se lf-c o n fid e n ce  destroyed  
and, in s te a d , a  re s ig n ed  re d d e s s n e s s , a  mournful callousness 
(and a l l  t h i s  s in g le , a lm ost n a iv e )—befo re  th e  m a te r ia l and 
moral d i f f i c u l t i e s  o f  th e  s i tu a t io n .  The p a ss iv e  anguish o f 
th e  lu c k le s s I^
"IWaggoner, W illiam F au lk n e r: From Je f fe rso n  ^  th e  World (Lexing­
to n : Iftiiv srsity  o f  Kentudcy P re ss , 1959. Hoffman, W illiam FaulknAr 
("Twayne U nited S ta te s  A ulhors S e rie s " ; New Yoik: Twayne P u b lish ers ,
I n c . ,  1961) .
^ o r  C o l l in s 's  engihasis on th e  in flu en ce  o f Jpyce , see "The In ­
t e r i o r  Monologues o f Sound and th e  F u rv ." E ng lish  I n s t i t u t e  Essays. 
( 1952) ,  pp . 29-31 : and "The P a ir in g  o f Thg Sound and th e  Fuav and ^  I  
hSSSL pying. " P rince ton  U n iv e rs ity  L ib rary  C hronicle. XVIII ( ^ r i n g ,  ”  
1957) ,  p . 115* F o r th e  re fe re n c e  to  "H eart o f  D arkness" see "About th e  
Sketches, " New O rleans Sketches (London: Sidgwidc and Jackson Lim ited, 
1959) ,  p . 18. A ll re fe re n c e s  to  Ngw O rleans Sketches w i l l  be to  th i s  
e d i t io n .  Page numbers w i l l  appear h e re a f te r  in  p a ren th ese s  in  th e  t e x t .
^William F au lkner; Yoknanatawnha Country (New Haven: Yale 
U n iv ers ity  P ress , I963) ,  pp . 136-137.
J o s e p h  Conrad, (Garden C ity , H. Y .: Doubleday, Page & Cougary, 
1923) ,  pp . 311- 312. I t a l i c s  Mine. A ll re fe re n ce s  to  Chance w il l  be to  
t h i s  e d it io n . Page numbers w i l l  appear h e re a f te r  in  pa ren th eses  in  
th e  t e x t .
6C r i t ic s  o f Conrad have been ju s t  as  r e lu c ta n t  to  claim  Faulkner 
as  an h e ir  o f Conrad, a  re lu c tan ce  th e  s tran g er in  view o f th e i r  recog­
n i t io n  and docum entation o f Conrad's impact on such of F a u lk n e r 's  con­
tem poraries as F itz g e ra ld  and Hemingway. R ep resen ta tiv e  i s  th e  
fo llow ing  statem ent by Paul L , Wiley in  Conrad's Measure o f  Man (195^): 
"In  va rio u s  ways au th o rs  so w e ll known as Ford Madox Ford, Santayana,
T, S. E l io t ,  S co tt F itz g e ra ld , E m est Hemingw^, and Graham Greene—to  
mention only a  few f a m il ia r  names—have e i th e r  le a rn ed  from him o r have 
responded to  th e  fo rc e  o f  h i s  s ty le  and v is io n ."^  W iley does n o t men­
t io n  Faulkner in  h is  book, no r does Leo Gurko in  h i s  re c e n t f u l l - le n g th  
study of Conrad ( 1962) . ^ In  tiie  l a t e s t  book on Conrad, ELoise Knapp 
Hay' 8 The P o l i t i c a l  Novels o f Joseph Conrad. F a u lk n e r 's  name i s  included  
once, in  a  l i s t  o f  American p o l i t i c a l  n o v e lis ts .  3
The one major exception  to  t h i s  general tre n d  i s  A lbert J .  
G uerard 's  Conrad The K o v ^ is t  (1958)» and th e  re a d e r w i l l  d isco v e r th i s  
paper to  be , in  p a r t ,  a  documentation of and e la b o ra tio n  o f some in ­
s i s t s  expressed in  t h a t  book about th e  re la t io n s h ip  between Faulkner 
and Conrad a s  l i t e r a r y  a r t i s t s . ^  G uerard 's approach in  t h i s  book—th e
•(Madison: The U n iv e rs ity  of ’Æ sconsin P re ss , 1954), p . 4 . See 
a ls o  Carlos Baker, Heanin^ray: The W riter As A r t i s t  (P rin ce to n , N. Jc*. 
P rin ce to n  U n iv e rs ity  P re s s , 1 9 5 ^ , pp. 2? , 70-74; and James E. M ille r , 
F i c t i o n ^  Technique g f  S c o tt F itzg e ra ld  (The Hague: M artinus N ijh o ff , 
1957). pp . 6 , 79-81, 90-97, 103-104.
^Joseph Conrad; G iant In  E x ile  (New Toik: The Macsnillan Cospany,
1962) .
^(Chicago: The Ife iv e rs ity  of Chicago P ress, I963) , p .  14.
^(Cambridge, M ass.: Harvard U n iversity  P ress , 1958) .  H e rea fte r  
t h i s  bo (A: w i l l  be r e f e r re d  to  a s  CTN.
th i r d  of a  s e r ie s  on Hardy, Gide, and Conrad, designed to  t r a c e  g en era l­
ly  th e  development o f  th e  modem novel from 1875 to  1925—i s  exp lained  
in  th e  l a s t  paragraph o f h is  "P reface";
The names of Hardy and Gide appear vezy o ccas io n a lly , a s  p o in ts  
o f re fe ren ce , and to  help  u s p lace  Conrad between th e  p rim i­
t iv e  generous s to r y - te l l in g  o f  th e  one and th e  su b tle  f i c t io n a l  
d ia le c t ic  of th e  o th e r . But th e  name of W illiam Faulkner 
appears much more fre q u e n tly , and I  had b e t te r  a ffirm  a t  once 
th a t  Conrad’ s  a f f i n i t i e s  w ith  Faulkner a re  c lo se r  than  h i s  
a f f i n i t i e s  w ith  e i th e r  Hardy o r  Gide. The s im i la r i t ie s  o f 
temperament and conviction  and method and even s ty le  a re  
s t r ik in g .  In  1946 I  asked Mr. Faulkner whether he d id  n o t 
f e e l  he had been in fluenced  by Conrad, and mentioned Nostromo 
in  p a r t ic u la r .  Faulkner re p lie d , " I can see why you would th in k  
so ."  A good Fau lknerian  answer; and t h i s  le s s e r  question  o f 
proving o r  d isp rov ing  " in fluence" now in te r e s t s  me n o t a t  a l l .
But th e  responses o f  k indred  temperaments and major ta le n ts  to  
s im ila r  problems of m a te ria l and method could w ell prove 
illu m in a tin g ; m i ^ t  a t  l e a s t  h e lp  us to  d isco v er and d efin e  
those  problem s. I  b e lie v e  t h a t  one o f  th e  b e s t  ways to  under­
stand  th e  p o t e n t i a l i t i e s  and l im i ta t io n s  o f Conradian im pres­
sionism  i s  to  observe what happens when Faulkner c a r r ie s  th e  
same experim ents much f u r th e r .  Thus I  was o fte n  conscious o f 
Faulkner as I  watched Conrad meat and overcome o b s ta d e s ,  in  
th e  pages to  fo llo w , and in  th e  end I  stopped r e s is t in g  th e  
tem ptation  to  b rin g  h is  name i n .  But I  t r u s t  th e  freq u en t 
re fe ren ce  can be made w ithou t ny seeming to  argue th a t  
Faulkner i s  ip so  fa c to  a  " g re a te r  Conrad" o r io so  fa c to  "an- 
o-üier and l e s s e r  Conrad. ". W rite rs  o f t h i s  magnitude in ev i­
ta b ly  d i f f e r . 1
A ctually , Guerard does n o t spend a g rea t d e a l of tim e on F aulkner. H is 
a t te n t io n  i s  focussed s te a d ily  on Conrad. But, d e liv e re d  a s  they  a re  
in  t h i s  somewhat in d i r e c t  manner, h is  remarks about Faulkner re v e a l some 
of th e  most pregnant percep tio n s  about him y e t p u b lish ed . J u s t  as 
Conrad The N ovelist i s  one o f th e  two o r th re e  b e s t  books on Conrad, so 
i t s  few b u t p e n e tra tin g  judgm aits o f Faulkner seem to  me to  be o f th e
p . x iv .
8h i p e s t  o rd e r o f Fau lknerian  c r i t ic is m . I t  becomes a p leasu re , th e re ­
f o r e ,  f o r  me to  acknowledge h e re  ny d eb t to  t h i s  book and in  many o f 
th e  fo llow ing  pages to  reco rd  wy s u b s ta n tia l  agreement w ith  i t .
Only one c r i t i c  o f F au lkner has so f a r  made use o f G uerard 's 
book. In  an a r t i c l e  e n t i t l e d  "The A pprenticeship o f W illiam  Faulkner,"  
( 1962) ,  th e  b e s t  survey to  d a te  o f F a u lk n e r 's  read ing  and of th e  
l i t e r a r y  in flu en ces  on him, R ichard P , Adams, b u ild in g  on G uerard 's 
work, came to  th e  fo llow ing  conclusion  about ü ie  r e la t io n s h ip  of 
F au lkner to  Conrad: "3n th e  whole o f F au lk n er's  woi4c, th e  in flu en ce  o f 
Conrad i s  th e  s tro n g e s t aiKi most p e rvasive  I  have found coming from  any 
w r i te r  o f p rose  fic tion .""*  S t i l l ,  owing to  the  f a c t  th a t  Adams's 
a r t i c l e  i s  a s u r v ^  r a th e r  than  a  d e ta i le d  exam ination o f  th e  in flu en ces  
on Faulkner, G uerard 's  book co n tinues to  o f f e r  th e  f u l l e s t  and b e s t  
d iscu ss io n  of th e  r e la t io n s h ip  o f th e  two w r i te r s .  This paper, th e re ­
fo re , w i l l  depend upon G uerard 's  woric as  a  base from idiieh , h opefu lly , 
i t  can extend h is  in s ig h ts  in  se v e ra l d ir e c t io n s . F i r s t ,  in  chap ter 
one i t  w i l l  tak e  up th a t  " le s s e r  q u estio n  o f proving o r d i s p r ^ ^ g  
' in f lu e n c e '. "  Second, in  th e  fo llow ing  th re e  chap ters  i t  w i l l  r e v e r s e  
G u erard 's  b a s ic  emphasis by u sin g  th e  comparison w ith  Conrad to  illu m in ­
a te  F a u lk n e r 's  n a r ra t iv e  te ch n iq u es . F in a lly , in  chap ter f iv e ,  i t  w i l l  
a ttem p t to  dem onstrate t h a t  th e  techn iques o f Conradian im p ress io n ism - 
c e le b ra te d  by Ford Madox Ford a s  th e  h ig h e s t development o f a  p rocess o f 
n o v e l i s t ic  evo lu tion—a re , a f t e r  a l l ,  only tw en tie th -cen tu ry  n o v e lis t ic  
conventions rerplacing e a r l i e r  conventions and possessing , l i k e  those
^Tulane S tud ies in  E h g lish . X II (1962), p . 129.
9e a r l i e r  conventions, bo th  advantages and d isadvan tages.^  I f  th ese  
chap ters  a re  su ccess fu l, th e  r e s u l t s  should j i j s t i f y  t h i s  one f u r th e r  
paper on Conrad and F au lkner.
ISee, f o r  in s ta n c e . Ford’s The Ehglish  Novel ("The One Hour 
S e rie s" ; P h i l a d e l^ ia :  J .  B. L ip p in co tt Conrpauy, 1929).
CHAPTER I
In  August, 1955 1 a t  Nagano, Japan , W illiam  Faulkner to ld  a group 
o f  Japanese p ro fesso rs  o f  American l i t e r a t u r e  th a t  he had n o t k e p t up 
w ith  modem l i t e r a t u r e  b u t was co n ten t to  re - re a d  c e r ta in  works which 
had long been in te r e s t in g  and v a lu ab le  to  him. L a te r  he named some of 
th e se  works:
I  read  Don Quixote u su a lly  once eveiy y e a r . I  read  Mobv Dick 
every fo u r o r  f iv e  y e a r s ,  I  read  Madame Bo vary . The Brothers 
Karamazov.  I  read  th e  Old Testam ent, oh, once every ten  or 
f i f t e e n  y e a rs , I  have a com plete Shakespeare in  one volume 
th a t  I  carry  w ith  me and I  read  a  l i t t l e  o f th a t  almost any 
tim e. I  read  in  and ou t o f Didcens some every y e a r , and in  
and o u t o f Conrad, th e  same way, some every y ear,1
The nex t day, p ressed  f o r  h is  opinion o f  P ro u st, Jpyce, and Auden, he
e lab o ra ted  as fo llow s:
To me, Joyce was touched by th e  d iv in e  / a f f l a t u ^ .  P ro u st 
I  have read . The names I  mentioned y este rd ay  were th e  names 
o f th e  men who. I  th in k  in flu en ced  me. When I  read  Joyce and 
P ro u st i t  i s  p o ss ib le  th a t  my c a re e r  a s  a  w r i te r  was already 
f ix e d , so th a t  ih e re  was no d m c e  f o r  i t  to  be influenced  
o ih e r than  in  fe e  t r i jA s  o f th e  tra d e , you m i^ it say, b u t I  
th in k  th e  bad / h a b i t ^  had been e s ta b lish e d . When I  named fe e  
w r i te r s  th a t  I 'd  read , I  d id  n o t mean by f e a t  f e a t  I  had no t 
read  anything e ls e  and d id  n o t road  anything e ls e , but they  
were th e  ones th a t ,  to  me, had been m asters , and I  f e l t  to ­
wards them fe e  same l o y a l ^  and a f fe c t io n  and re sp e c t th e  
young s tu d en t f e ^ s  towards h is  p ro fe sso r , h i s  m aster, which 
d o e s n 't  mean th a t  th e  young s tu d en t d o e s n 't  exchange ideas 
w ife  h is  contenqporaries, Joyce was, w e ll ,  in  a way, a con­
temporary o f mine; P ro u s t, a lm ost a  conten^jotary o f  mine, th a t  
i s ,  he was w ritin g  tow ards th e  to p  of h i s  t a l e n t  a t  the tim e
^Faulkner g t  Nagano, p . 42,
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■when I  was w ritin g  •towards mine. No, I  d id  n o t mean th a t  
I  d id  n o t read  these  people and, o f course, I  have a  g re a t 
re sp e c t f o r  th e i r  t a l e n t .  I  meant only  th a t  I  bad named 
th e  ones w h i^  I  f e l t  were my own m asters, th a t  had in ­
fluenced  me. '
This l i s t  o f m asters Faulkner repeated , w ith  ad d itio n s , in  in te r ­
views throughout th e  l a s t  y e a rs  o f h is  l i f e ,  no tab ly  in  th a t  published 
in  th e  P a r is  Review and in  h i s  c la s s  conferences a t  The U niversity  of 
V irg in ia  in  1957» t r a n s c r ip ts  o f which were p u b lish » ! as FaiiHcneir in  
th e  If tiiv e rs itv .^  The r e p e t i t io n  o f th e se  same names under w idely 
v a ry in g  circum stances a t t e s t s ,  I  th in k , to  F au lk n e r 's  se riousness—a l ­
ways a  question  regard ing  s ta tem en ts  he made during  in te rv iew s—in  
naming th ese  men as h is  m a s te rs .3 So does t h e i r  appearance in  a  l i s t  
o f au thors  which, according to  Robert C o u ^ a n , was made p rescribed  
read in g  fo r  th e  young Faulkner by h i s  l i f e - lo n g  f r ie n d  and e a r ly  teach er, 
P h il  S tone .^  Moreover, th e  serio u sn ess  of F a u lk n e r 's  s p e c if ic  in c lu s io n
^Faulkner a t  Nagano, oow 44-45. Bdi'fcor's b ra c k e ts .
^S te in , "William Faulkner: An In te rv iew , " WFiI I I .  p . 78. Faulkner 
in  th e  U n iv ers ity , ed. F rederick  L. Gwynn and Joseph L HLotner (Char­
l o t t e s v i l l e :  The Iftiiversity  o f  V irg in ia  P ress , 1959)» pp. 50, 150. Here­
a f t e r  t h i s  book w i l l  be r e fe r re d  to  as FU.
% o t only a re  many o f  F a u lk n e r 's  p u b lic  s ta tem en ts untrustw orthy, 
b u t some of them a re  d ^ ib e r a te ly  m islead ing . See John Faulkner, my 
1e r  B i l l ; An A ffec tio n a te  «MAMcm (New York: T riden t P ress,
1963), pp. 172- 173.  A n o to rio u s  example I s  h is  t e l l i n g  a  c re a tiv e  
w r i t in g  c la s s  a t  The U n iversity  o f North C arolina " th a t  during h is  en­
t i r e  w ritin g  ca ree r, he had never given th e  su b jec t o f  form a s i n ^ e  
th o u g h t. " Anthony B u t t l t ta ,  "William Faulkner: That W rltin* Man of 
O xford." The Saturday Review of L i te r a tu r e . XVIII (May 21, 1938). p . 7 . 
B u t t i t t a  w rote in  th e  same a r t i c l e ,  page 8 , o f F a u lk n e r 's  "four-year 
o ld  boy Jo e ."  Did Faulkner d e l ib e ra te ly  mid-ead him in to  th in k in g  h is  
d a t ^ t e r ,  J i l l ,  was a  boy?
4^ h e  P r iv a te  World o f Vfilliam Faulkner (New York: Harper & 
B ro th ers , P u b lish e rs , 1954TT p . 4é.
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o f Conrad in  t h i s  l i s t  i s  in d ic a te d  ty  a  statem ent he made in  1940 to  a 
yoiaig w r i te r  he had b e frien d ed . In  answer to  th e  qu estio n , "'What books 
m i ^ t  a  young w r i te r  read  w ith  p r o f i t ? '"  he began, " 'W ell, th e re  are  
S ia k e sp e a re 's  sonnets and H enir th e  V—some Dickens, and C onrad's Lord 
Jim  and Nostromo. . .
F in a lly , th e  f a c t  th a t  F a u lk n e r 's  in t e r e s t  in  Conrad was indeed 
an in t e r e s t  o f  long  stand ing  can be documented t y  re fe re n ce  to  passages 
in  two review s he w rote f o r  The M ississio o ian . th e  u n iv e rs ily  newspaper, 
in  1922. In  th e  f i r s t  o f  ih e se , "American Drama: Eugene O 'N e i l l ," pub­
l is h e d  February 3, he w rote:
Some one has s a id —a Frenchman, probably; they have sa id  
every th ing—th a t  a r t  i s  p re-em inen tly  p ro v in c ia l:  i . e . ,  i t  
comes d i r e c t ly  from a c e r ta in  age and a  c e r ta in  lo c a l i ty .  . . .
But th e re  a re  excep tions to  th i s ,  a s  th e re  a re  to  a l l  ru le s  
ho ld ing  a p a r t i c l e  o f t r u th ;  two modem ones being Conrad 
and Eugene O 'N e ill . These two men a re  anom alies, J o s ^ h  Con­
rad  e sp e c ia lly ; t h i s  man has overturned  a l l  l i t e r a r y  t r a d i t io n  
in  t h i s  p o in t. 2
In  th e  second, "Joseph H ergesheim er," published  December 15» he w rote:
The B righ t Shawl i s  b e t t e r .  The sublim ated dime novel, 
peopled, l i k e  Q y th ^ ea , w ith  morbid men and obscene women.
But s k i l f u l ;  th e  t r i c k s  o f th e  tra d e  were never employed 
w ith  b e t te r  e f f e c t ,  u n le ss  by Conrad.3
Thus, in to  review s o f th e  works o f two American au th o rs , a  d ram a tis t
and a n o v e l is t ,  F au lkner r a th e r  a r b i t r a r i l y  in troduced  th e  name of Conrad
f o r  th e  sake o f comparison and in  both  cases th e  conçarison redounded to
^Dan Brennan, "Journey South, " The U n iv ers ity  o f Kansas C itv 
Review. XXII (Autumn, , 1955), p . 15» See a lso  O'Connor, The T an k ed  
F i r e , pp . 174-175.
^Vfilliam F au lkner; Earl.v P rose and Poetry , ed . Carvel C o llin s  
(Boston: A t la n t ic - L i t t le ,  Brown and Company, 19o2), p . 86.
3 lb id . .  p . 102.
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th e  l e t t e r ' s  c r e d i t .  C learly , Faulkner’ s in c lu s io n  o f th e  name of Con­
rad  in  h is  l i s t  o f m asters  was no mere acc iden t.^
In  h is  own b e s t  -Horics, however, th e  s u p e r f ic ia l  evidence o f h is  
read ing  of Conrad—echoes, a llu s io n s , re fe re n ce s—i s  n o t n early  so ex­
te n s iv e  as i s  such evidence of h is  read ing  o f, f o r  example, T, S. ELiot, 
whom he d id  n o t name as  an in flu en ce  o r  m aster. I t  i s  easy to  under­
s tan d , th e re fw e , why th e  in flu en ce  o f Conrad on him—more profound, I  
th in k , than  th a t  of E l io t  o r Joyce—has been p r a c t ic a l ly  overlooked. 
There i s ,  to  be su re , th e  re c u rre n t image of th e  human f ig u re  stamped 
o u t o f t i n ,  which, as  R. P . Adams suggests, he m ight have taken  from 
The N igger o f th e  N a rc issu s .^  On the  f i r s t  page o f t h i s  novel Conrad 
d e sc rib e s  th e  crew’ s emergence from th e  f o r e c a s t le  in  iiie  fo llow ing  
manner; "A hum of v o ic e s  was heard  th e re , w hile p o r t  and s ta rb o ard , in  
th e  illu m in a ted  doorways, s i lh o u e tte s  o f  moving men appeared f o r  a 
moment, very  b lad e , w ith o u t r e l i e f ,  l i k e  f ig u re s  cu t o u t of shee t tin."3 
In  ^  I  Lav Dying D ari, in  d esc rib in g  Jew el’s s p r in t  to  G ille s p ie ’ s
I f h i s  p o in t i s  co rrobora ted  by th e  fo llow ing  s ta tem en t f r t . i  John 
F au lk n er’s b ro th e r  B i l l ,  page 236, pub lished  fo u r  sronths a f te r  t h i s  
chap ter was w r i t te n ;
’’Mother was always an av id  re a d e r. She tau g h t u s  to  read .
She. showed us th a t  words p u t to g e th e r th e  r i g h t  way could 
make a  s to ry  worth th e  tim e i t  took to  read  i t .  She k ep t us 
su p p lied  w ith  bodes matched to  our age and comprehension.
She was a  s e le c t iv e  re a d e r  too ; I  never knew h e r  to  read  a 
book because ’ she ought t o . ’
"Her read ing  was a l l  f o r  p leasu re  and h e r l i t e r a r y  t a s t e  
was much l i k e  a man’ s .  She was p a r t ic u la r ly  fond o f  Joseph 
Conrad, a  man’s w r i te r ,  and we came to  know him th r o u ^  h e r:
Lord Jim . V ic to ry  and Nigger o f  N arc issu s . A c o lle c -  ~ 
t io n  o f Conrad was always on B i l l ’ s b o o k sh e lf .”
"T?ulsne S tu d ies  in  E nglish . XII ( I 962) ,  p . I 30.
3 (Garden C ity , N. Y .: Doubleday, Page & Conçany, 1923). A ll 
re fe re n c e s  to  The N igger o f  th e  N arcissus w i l l  be to  t ] ^ s  e d i t io n . Page 
numbers w i l l  appear h e re a f te r  in  paren theses in  th e  t e x t .
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barn to  save h i s  m o ther's  c o ffin  f ro a  th e  f i r e ,  u ses th e  same fig u re  in 
th e  same way: "For an in s ta n t  longer he runs s i lv e r  i n  th e  m o o n li^ t, 
then he sp rin g s  ou t l i k e  a  f l a t  f ig u re  cu t c lean ly  from t i n  ag a in s t an 
abrup t and soundless exp losion  as the  whole l o f t  o f th e  b am  takes f i r e  
a t  once, a s  though i t  had. been s tu ffe d  w ith  powder*"^
There i s  a lso  th e  r a th e r  d o s e  p a r a l l e l  between th e  m aternal r e ­
la t io n s h ip  of Winnie V erloc to  h e r f a i r - h a i r e d  i d io t  b ro th e r , S tevie, 
and th a t  o f  Caddie Compson to  h e r  f a i r - h a i r e d  i d i o t  b ro th e r , B aijy ,
S t i l l ,  th e  b e s t  eaançle of t h i s  s u p e r f ic ia l  Conradian in flu en ce  on 
Faulkner i s  th e  l a s t  o f th e  New O rleans Scetches. "To Ho and Two B o ttle s  
of Rum," (pp. 211-223), published  o r ig in a l ly  in  th e  Sunday fe a tu re  
sec tio n  o f  th e  New O rleans Times-Picavune f o r  Septanber 27, 1925. Per­
haps h is  voyage to  Europe, begun on J u ly  7 o f th a t  y ea r , had s t i r r e d  in  
Faulkner memories of h i s  read ing  in  Conrad. In  any case th e  sketch i s  
s tro n g ly  rem in iscen t o f  th e  e a r ly  Conrad,
The Diana, a d i r i y  B r i t is h  tramp steam er, manned by Chinese and 
"o ff ic e re d  by th e  scum o f  the  r i f f r a f f  o f th e  U nited Kingdom (p. 212),"  
i s  an ro u te  from Canton to  B an^ok w ith  a  cargo of American sewing 
machines when Fredd ie  Ayers, th e  E n ^ s h  mate, in  the  dark "acc id en ta lly "  
k i l l s  Yo Ho, th e  Chinese messboy, w ith  a  blow from a d u b  meant f o r  the  
Bosun. The n ex t day, in  s p i te  o f the  storm ing and cu rs in g  o f Mr, ^ e r s ,  
th e  Chinese crew calmly and im perturbably  i n s i s t s  th a t  Yo Ho must be 
buried  on la n d . The sh ip , th e re fo re , has to  change course and run fo r
W illia m  F au lkner, The %und and th e  Furv & ^  I  Lav Dvlne (New 
Yo]*: The Modem L ib ra ry , 19% ), p . 598. A ll re fe re n ce s  to  these two 
novels w i l l  be to  t h i s  e d i t io n . Page numbers w i l l  appear h e re a f te r  in  
p a ren theses in  th e  t e x t .
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lan d , bearin g  th e  p u tre fÿ in g  corpse th r o n g  t ro p ic a l  l a t i tu d e s  towards 
an is la n d  o f f  th e  coast o f Siam. There th e  body i s  loaded  onto a 
biClock c-yrt. c a rr ie d  in to  th e  jung le  and buried , d e sp ite  th e  ca llo u s  
drunken behavior of th e  w hite  o f f ic e r s .
Undoubtedly Carvel C o llins  i s  r i ^ t  in  seeing  In th i s  episode a 
foreshadovjing o f th e  b u r ia l  jouroey o f th e  Bundren f amily  in  ^  I  Lav 
Dying, b u t i t  i s  im possible, a lso , n o t to  f e e l  th e  Conradian atmosphere 
o f th e  p iece , even though th e re  i s  no one s p e c if ic  analogue in  Conrad.^ 
The o f f ic e r s ,  f o r  in s tan ce , th e  Welsh cap ta in , th e  E h ^ is h  mate, the  
a lc o h o lic  S c o ttish  engineer, and " th e  th i r d  mate, who was Eusian, and 
le d  o r was le d  a  dog’ s l i f e  in  consequence, being n e i th e r  one nor th e  
o th e r, y e t  having a sacred  drop o r two o f B r i t i s h  blood to  saddle him 
w ith  th e  td iite  man’s r e s p o n s ib i l i t ie s  w hile  a t  th e  same time h is  le s s e r  
s t r a in  denied him tb.e w hite man’s p le a su re s  (p . 213)»" remind one of th a t  
k in d  o f B r i t i s h  o f f ic e r  in  sh ip s  c f  th e  Far E ast about whom Conrad com­
ments in  th e  f i r s t  chap ter o f Lord Jim ;
They had now a h o rro r o f th e  home se rv ice , w ith  i t s  harder 
con d itio n s , sev ere r view o f duty, and th e  hazard  o f  stonqy 
oceans. They were a ttuned  to  th e  e te rn a l  peace o f  E astern  
sky and sea . loved sh o rt passages, good d eck -ch a irs ,
la rg e  n a tiv e  crews, and th e  d is t in c t io n  o f  being white.^
The engineer o f F au lkner’ s Diana seems, in  p a r t ic u la r ,  to  be remin­
is c e n t  o f th e  a lco h o lic  engineer o f Conrad's Patna who d rinks h im self
^C o llin s , "About th e  Sketches," New O rleans Sketches, p . 28.
^(Gardm C ity, N. T .:  Doubleday, Page & Company, 1923), p . 13.
A ll re fe re n ce s  to  Lord Jim  w i l l  be to  t h i s  e d it io n . Page numbers w i l l  
appear h e re a f te r  in  p a ren theses in  th e  t e x t .
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in to  déliritim  tremens r a th e r  than  fa c e  th e  co u rt of in q u iry ,
Again, in  theme, F a u lk n e r 's  dcetch  seens to  owe something to 
Lord Jim and perhaps to  jto O utcast o f  th e  I s la n d s . In s o fa r  as  th e re  
i s  one in  so s l ig h t  a  sketch , idie theme o f ^ lo  Ho" i s  an iro n ic  con­
s id e ra tio n  of th e  fe e l in g s  o f r a c ia l  s u p e r io r ity  he ld  by th e  w hite men. 
In  ju s t i f i c a t io n  o f h i s  k i l l in g  o f ü ie  messbpy, Ayers says to  th e  
cap ta in , "'Dammit, s i r ,  a i n ' t  I  a  w h ite  man? C an 't I  k i l l  a n a tiv e  i f  
I  want to  (p . 215 )? '"  A lready, however, the  au thor has  p resen ted  Yo Ho 
as  "serv ing  them e f f ic ie n t ly  and w ith  remote yellow  to le ran ce  of the  
v ag aries  o f  th e  vdiite  man (p . 214)."  And Mr. A yers 's  l a t e r  b lu s te r in g  
befo re  h is  crew b rin g s  f o r th  no th ing  b u t th e  FavûLknsrian^=or Conradian— 
m ed ita tio n : "There i s  something e te r n a l  in  th e  E ast, something r e s i l i e n t  
and y e t  ro c k lik e , a g a in s t which th e  w e s te rn e r 's  b r ie f  thunder, h is  
p a ss io n a te , e f f i c i e n t  methods, a re  a s  wind (p . 21? ) ." ^
Thus, Mr. Ayers having spen t h i s  em otional fo rce  in  va in , the 
cap ta in  tu rn s  th e  Ë iip  tow ards lan d , b u t she seems to  make l i t t l e  
p ro g ress;
The Diana r o l le d  and wallowed on . Days burned slowly, 
t e r r i f i c a l l y  overhead; n i ^ t  fo llow ed  w ith  no dim inution of 
h e a t. Mr. Ayers lu rk ed  sweating and cu rsing  in  h i s  cabin , 
counting tiie  hou rs  u n t i l  they  could g e t r i d  o f th e  body, 
u n t i l  th e  sh ip  became again  a sane world f o r  a  man to  in ­
h a b it .  (p . 219)
The Diana rem inds one h e re , f in a l ly ,  o f those  bewitched sh ips o f Conrad,
L^ord Jim, pp. 23-24, 48-55.
^One m ight con^>are h ere  W illem s's  p ro te s ts  to  Lingard from  th e  
depths of h is  d eg rad a tio n  th a t  W  i s  a  w hite  man. Conrad, ^  O utcast 
of th e  Is la n d s  (Garden C ity , N. Y .: Doubleday, Page & Company, 1923),
p . 271.
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th e  N arcissus and th e  unnamed v e sse ls  o f "The S ecre t Sharer" and 
Shadow L ine .^ The N arc issu s , bearing  on h e r deck th e  dying n ig g er, 
James W ait, makes no headway a f t e r  the  storm u n t i l  W ait d ie s  (pp. l6 0 - 
161) ,  The ship  o f The Shadow L ine, lik e w ise , i s  he ld  in  th e  enchanted 
Gulf o f  Siam by th e  s p e l l  of h e r  dead c ap ta in , j u s t  a s  th e  sh ip  of 
"The S ec re t Sharer" must r id  h e r s e l f  o f  L eggatt—th e  mate o f the  
Seohora who, l ik e  Ayers, has a c c id e n ta lly  murdered one o f h is  men— 
b efo re  she can leav e  t h i s  same Gulf of Siam towards which th e  Diana i s  
s a i l in g .^  S ig n if ic a n tly , in  F a u lk n e r 's  dcetch  i t  i s  n o t u n t i l  a f t e r  
Mr. Ayers throws h is  d u b ,  th e  "bosun 's w ife ,"  in to  th e  ocean th a t  th e  
Diana r a i s e s  la n d . C learly , a t  t h i s  tim e, immediately fo llow ing  th e  
conqpletion o f S o ld ie rs '  Pay, h i s  f i r s t  novel, Fau lkner, who h im self
Iwhen asked by a  s tu d en t a t  The IM iversity  o f V irg in ia , "Which 
one of Conrad do you read? " Faulkner named The N igger o f  th e  N arc issus. 
"F a lk ,"  "The End o f th e  T e th e r,"  and "Youth." This l i s t  i s  o b v i o u ^  
n o t meant to  be complete, f o r  two days l a t e r ,  a& ed  to  name some of 
h is  f a v o r i te  bo<^s, he named "H eart of Darkness" and The N igger among 
o th e r s .  FU, pp. 144, 150. Nor can one depend a b s o lu td y  on F au lk n e r 's  
l i s t i n g  o f t i t l e s .  He to ld  th e  s tu d en ts  once th a t  he remembered char­
a c te r s  and in c id e n ts  r a th e r  th an  t i t l e s  and a u th o rs . FU, p . 50. Proof 
o f t h i s  f a c t  i s  th e  fo llow ing  exchange, FU, p . 144;
"A. W hat's th e  one about th e  young man th a t  was given 
ccsmaiKi o f th e —
Q. Lord Jim .
A. —bark in —
Q. Deserted?
A. —Bangkok— 'Y outh. '
Q. 'Y o u th ,'  y e s ."
Tne s to ry  Faulkner d e sc rib e s  h e re  i s  n o t "Youth" b u t "F a lk ,"  "The 
S ec re t Sharer, " o r  % e Shadow L ine .
^The Sxadw L ine (Garden C ity , N. Y. ; Doubleday, Page & Company, 
1923) ,  pp . 74-116, "The S ecre t a ia r e r ,  " 'Tw ixt Land and Sea (Garden 
C ity , N. Y. : Doubleday, Page & Company, .1923), pp . 89-143.
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had never been to  th e  F ar E ast, knew th e  works o f Conrad w e ll.^
Such o th e r  s u p e r f ic ia l  rem in iscences o f Conrad as e a d s t in  
Faulkner* s woiic t e s t i f y  to  h is  continued reg ard  f o r  th e  works of th e  
e a r l i e r  w r i te r .  Mention has been made a lread y  of Cleanth B rocks's  
suggestion  th a t  th e  t i t l e  o f Sanctuary comes from Chance. A c le a re r  
example r e f e r s  s p e c if ic a l ly  to  "Heart o f Darkness, " always one of 
Faulkner*s f a v o r i te s .^  Near th e  end o f  Knidit* s Gambit Gavin Stevens, 
in  g iv ing  h is  nephew, C harles M allison , th e  second version  of idiy he 
had n o t m arried Mrs. (M elisandre Backus) H a riss  in  1919, t e l l s  him i t  
i s  n o t necessary  to  go to  P a r is  to  v i s i t  th e  s i t e  o f h is  in te rv iew  w ith  
h e r th e re ;
"You can do th a t  h e re ,"  h is  u n c le  s a id , "In  th e  l ib r a r y .
Simply by opening th e  r i g h t  page i n  Conrad: th e  same waxed 
red-and-b lack  t i l e d  f lo o r ,  th e  ormolu, th e  fa ie n c e , th e  
buhl; even to  th e  long  m irro r which seemed to  h o ld  as in  a 
s i lv e r  d ish  th e  lA o le  condensation o f l i g h t , o f afternoon, 
in  whose dep ths seemed to  flo a ty  l i k e  th e  l i l y  upon i t s  own 
concordant r e p e t i t io n ,  t h a t  f o i ^ e a d  innocen t and smooth of 
thought, ravaged only  by g r ie f  and f i d e l i t y —"3
The re fe ren ce  h e re  obviously  i s  to  th e  in te rv iew  between Marlow and
K u rtz 's  f ia n c ee  a t  th e  end o f "H eart o f  D arkness." There, a f te r  having
d escribed  th e  room and th e  fu r n i tu re ,  Marlow d e sc rib e s  the woman:
She had a  m ature cap ac ity  f o r  f i d e l i t y ,  f o r  b e l i e f ,  f o r  
su ffe r in g , % e  room seemed to  have grown d a rk e r, as i f  a l l  
th e  sad l i g h t  o f th e  cloudy evening had ta k m  refuge on her 
fo rehead . T his f a i r  h a ir ,  t h i s  p a le  v isa g e , t h i s  pure brow, 
seemed surrounded by an ashy halo  from which th e  dark eyes 
looked ou t a t  me.
But w ith  every word spoken th e  room was growing darker,
^For th e  chronology o f F a u lk n e r 's  l i f e  du ring  th is  p e rio d , see  
C o llin s , "About th e  Sketches. " New O rleans ace tch es . pp. 30-31.
^ I ^ . ,  p ,  18, FD, p ,  150,
3(New York: Random House, 19^9) $ p , 2W-, i ' t a l i c s .
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and only h e r fo rd iea d . smooth and v h l te ,  remained illum ined  
tgr th e  uneKtinguishahlG l l & t  o f b e l ie f  and lo v e .^
I t  i s  apparent, however, from th e  s c a rc ity  o f such c le a r  exam­
p le s  th a t  i f  th e  in flu en ce  o f  Conrad on Faulkner i s  im portan t, i t s  
im portance i s  d i f f e r e n t  from th a t  o f th e  p a r t  of F au lk n e r 's  read ing  
which became l i t t l e  more than  a  source o f v e rb a l echoes and a l lu s io n s . 
The Conradian in flu en c e , in  f a c t ,  i s  a  more profound in flu en ce  than  
even a good dea l o f such evidence would imply and i s  to  be found e s ­
p e c ia l ly ,  I  th in k , in  Faulkner* s s ty le  and h i s  techn iques, th o u ^  a t  
t h i s  p o in t I  wish to  d is c u s s  only  th e  s ty le .  The inqp ression istic  
techn iques o f Conrad and F au lkner, th e  primazy su b jec t of t h i s  paper, 
w i l l  be considered in  Idie rem aining ch ap te rs .
À d iscu ssio n  of Faulkner* s s ty le  in e v ita b ly  becomes a  d iscu ss io n  
of e loquen t, overlong, complex sen tences which, through ex tensive  qu a l­
i f i c a t io n ,  a ttem pt to  r e a l i z e  w ith  p re c is io n  the  co B ^ ex iiy  and su b tle iy  
of a l l  experience in  a moment o f tim e .^  This d e sc r ip tio n  i s ,  I  b e lie v e , 
a f a i r l y  accura te  d e sc r ip tio n  o f th e  Long Faulknerian  sen tence, such a 
sen tence  as th i s  one from "The Bear";
He had a lready  in h e r i te d  th en , w ith o u t ever having seen i t ,  
th e  b ig  o ld  b ear w ith  one tra p -ru in e d  fo o t  th a t  in  an a rea
IXoulh (Garden C ily , N. I . :  Doubleday, Page & Company, 1923). 
pp . 157-158. îÿ  i t a l i c s .  A ll re fe re n ce s  to  "H eart o f  Daikness" w i l l  be 
to  t h i s  e d itio n . Page numbers w il l  appear h e re a f te r  in  pa ren th eses  in  
th e  t e x t .
2
See Nagano, p . 37; and FU* PP* I 38- I 39. See a lso  Warren 
Bede, "W iliam  Faulkner*s S ty le ,"  WF;TTT. p .  153; Conrad Aiken,
"W illiam Faulkner; The Novel a s  Form," WF:H I .  p . 137; and K arl E. Zink, 
W illia m  Faulkner: Form a s  E xperience," South A tla n tic  Q u arte rly . LUX 
(J u ly , 1954) ,  p . 393,  At s e v e ra l p o in ts  in  t h i s  paper I  am indeb ted  to  
Z in k 's  f in e  study . I  g r a te fu l ly  adcnowledge th a t  d eb t h e re .
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alm ost a  hundred m ile s  square had earned f o r  h im self a  name, 
a  d e f in i te  d esig n a tio n  l i k e  a l iv in g  man:—th e  long  legend 
of c o m -c rib s  broken down and r i f l e d ,  o f ^ o a t s  and grown 
p ig s  and even ca lv es  c a r r ie d  b o d ily  in to  tiie  woods and 
devoured and tra p s  and d e a d fa lls  overthrown and dogs m anned 
and s la in  and shotgun and even r i f l e  sh o ts  d e liv e red  a t  
p o in t-b lank  range y e t  w ith  no more e f f e c t  than  so many peas 
blown th r o u ^  a  tu b e  by a  c h ild —a c o rrid o r o f  wreckage and 
d e s tru c tio n  beginning back befo re  th e  bpy was bom , th r o n g  
idiick sped, n o t f a s t  bu t r a th e r  w ith  th e  r u th le s s  and i r r e ­
s i s t i b l e  d e l ib e ra t io n  o f a  locom otive, th e  shaggy tremendous 
shape. 1
At th e  same tim e, th a t  d e sc r ip tio n  i s  a  gcx)d desc irip tion  o f th e  cdûef
c d ia ra c te r is tic  o f th e  Conradian s ty le ,  th e  overextended s s ite n c e  which,
a t  i t s  w orst a  mannerism, suggests a t  i t s  b e s t ,  in  th e  words o f Ihomas
C. Moser, " th a t  th e re  i s  more meaning and more fe e l in g  to  be expressed
than  language can q u ite  c o n t a i n . T h e  fo llow ing  sen tences, fo r  example,
a l l  w rit te n  by Conrad, m i ^ t  w e ll have been w r i t t o i  by Faulkner:
S ca tte red  a l l  over th e  dark  p o lish  o f th e  ro ad s tead , th e  
sh ip s  a t  anchor f lo a te d  in  p e r fe c t  s t i l l n e s s  under the  
fe e b le  ^eam  o f t h e i r  r i d i n g - l i ^ t s ,  looming up, opaque 
and bulky, l i k e  s tran g e  and monumental s tru c tu re s  aban­
doned ly  men to  an e v e r la s tin g  rep o se . 3
And in  th e  hush t h a t  had f a l l e n  suddenly upon th e  whole 
sorrow ful la n d , th e  immense w ild e rn e ss , ü ie  c o lo ssa l body 
of th e  fecund and r y s te r io u s  l i f e  seemed to  look  a t  h e r , 
pensive , a s  th o u ^  i t  had been lo o k in g  a t  th e  image o f i t s  
own ta ie b ro u s  and p a ss io n a te  s o u l.^
But both th e  d ia b o lic  lo v e  and th e  u n earth ly  h a te  of th e  
m yste ries  i t  had p e n e tra te d  f o u ^ t  f o r  th e  possession  o f
^Go Down. Moses (New Yoric: The Modem L ib ra ry , 19^2), pp. 192- 
193. A ll re fe re n ce s  to  "The Bear" w i l l  be to  t h i s  e d it io n . Page 
numbers w i l l  appear h e re a f te r  in  p a ren theses in  th e  te x t .
% oseoh Conrad: Achievement and DecJ.lne (Cambridge, Mass.:
H arvard U n iv ers ity  P re s s , 1957), p . 173» See a lso  p p . 4 4 ^ ^ ; and 
Guerard, CTN. pp . 120-123.
^The N igger o f ü ie  N a rc issu s , p . 15»
^* ^eart o f D arkness," Youth, p . 136.
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t h a t  so u l s a t i a te d  with p rim itiv e  «no tions, av id  o f ly in g  
fame, o f  sham d is t in c t io n ,  o f a l l  th e  appearances o f success 
and power.^
In  th e  sen tences o f both w r ite rs  th e re  i s  th e  same rhythm based 
on th e  d e l ib e ra te  extension beyond th e  n a tu ra l  stopping  p la c e —some­
tim es an ex tension  beyond sev era l n a tu ra l stopping  p la c e s—whidi 
f r u s t r a t e s  " th e  r e a d e r 's  reasonable ex p ec ta tio n s ,"  th u s  h e lp in g  a l e r t  
him to  th e  eloquence, th e  imagery, th e  m o tifs .^  There i s  a lso  th e  same 
dependence on th e  so n o rity  o f th e  L a tin is a s ;  Conrad w r ite s  "opaque," 
"monumental," " c o lo s s a l ,"  "fecund," " ten eb ro u s,"  " d ia b o lic ,"  " s a tia te d " ; 
Faulkner w r i te s ,  a  few lin e s  a f te r  th e  sentence quo-ted above, "The land  
where th e  o ld  b ear had earned a name, and through lA ich  ran  n o t even a 
m ortal b e a s t  b u t an anachronism indom itable  and in v in c ib le  o u t of an o ld  
dead tim e, a  nhantom. epitome and ap o th eo sis  o f th e  o ld  w ild  l i f e .  . . .  
(p . 193)"^ The d if fe re n c e , th en , between th e  c h a r a c te r i s t ic  Faulknerian 
sentence and th e  c h a ra c te r is t ic  Conradian sen tence i s  one o f degree, n o t 
of k ind : th e  F au lknerian  sentence i s  lo n g e r b u t n o t e s s e n t ia l ly  d i f ­
f e r e n t .
W ithin th e se  sen tences, moreover, both w r i te r s  used th e  same 
k inds o f  w ords. Both depended h eav ily  on a b s tra c t io n s  to  h e lp  en large  
Ihe a c tio n s  and c h a ra c te rs  of th e i r  works. These a re  such words as 
those named by McCasiin Edmonds in  th e  fo u r th  s e c tio n  o f  "The Bear"; 
"Honor and p r id e  and p i ty  and .ju s tice  and courage and lo v e  (p . 297)."
 ^"H eart o f D aitoiess," Youth, pp . 147-148.
^Guerard, CTO, p .  121.
i t a l i c s .
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Or one might add from th e  Conradian sentences above " l i f e "  and "soul" 
and "hate"; o r from The Nigger of th e  N arc issu s. "The dumb f e a r  and 
th e  dumb courage of men obscure, f o r g e t f u l ,  and enduring (p . 90) ."  
F requen tly , a lso , as  F lorence Leaver has no ted , Faulkner p a ired  ab­
s tr a c t io n s  in  p a rad o x ica l phrases to  "give expression  to  some of th e  
them atic  te n s io n s  in  th e  vhole Yoknapatawpha s to ry —such phrases as 
'^ am o ro u s and o ld  d is a s tro u s  th in g s,*  ‘ ^am orous f a t a l i t y , '  'd e fe a t  
and ^ o r y ,  ' • .  .  Conrad d id  th e  same k in d  of th ing  f o r  the same
reaso n . S ere , f o r  in s ta n c e , i s  a sentence from  "Youth" : "This was
th e  E ast of th e  a n c ie n t n a v ig a to rs , so o ld , so n y s te r io u s , re sp len d en t 
and sombre, l iv in g  and unchanged, f u l l  o f danger and promise (p . 41)"%
This p a r t ic u la r  sentence from  "Youth" was, a s  a  m atte r of f a c t ,  
th e  example used by a  s tu d en t a t  The U n iv e rs ity  o f V irg in ia  in  a 
question  about F a u lk n e r 's  reading  o f Conrad, The exchange i s  illum ­
in a tin g :
Q, Mr, F au lkner, to  g e t bade to  th i s  business  o f s ty le  
f o r  j u s t  a m inute. You mentioned in  some c la s s  I  a tten d ed  
th a t  Dostoevdiy and Conrad were two people you read  a good 
d ea l when you were e i ^ t e e n  and n in e teen  y e a rs  o ld . Would 
you say th a t  you had got something in  th e  way o f arrangement 
o f words from Conrad? Every now and then in  your s to r ie s —
I  was th in k in g  o f  a couple of passages in  The Bear, passages 
here  and th e re  in  o th e r s to r ie s —th e re  a re . a rrangaaen ts  o f 
cadence, rhythm, fdxlc ti seem to  me to  be r a th e r  l i k e  Conrad.
I 'm  th in k in g  of a  passage in  "%outh," an arrangem ent o f 
a d je c tiv e s , " resp len d en t y e t  somber, f u l l  o f  danger, y e t  
prom ising, " th e  d e sc r ip tio n  o f th e  E ast when th a t  young
^"Faulkners The Wbrd as  P r in c ip le  and Power," WF:H I .  p . 202,
I  am indeb ted  to  t h i s  study f o r  many of zy ran a rk s  about F au lk n e r 's  
vocabulary .
i t a l i c s .
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boy comes upon i t .  There’ s someihing of th e  same k ind  of 
use o f—kind of heavy arrangem ent o f a d je c tiv e s  I 'v e  
n o tic ed  in  your w i t i n g .  Does th a t  seem a f a i r —?
A, Quite t r u e .  I  go t q u ite  a l o t  from Conrad. . . .1
A second p ra c t ic e  w ith  words in  which Faulkner very much r e ­
sembles Conrad i s  h is  o rg an iza tio n  o f k ^  words, many tim es a b s tra c t  
words, in to  w ord-m otifs. The kqy m otif in  "The B ear," f o r  example, in ­
vo lves th e  group of words d ea lin g  w ith  th e  lan d ; w ild e rn ess , woods, la n d . 
e a r th . 2 In  th e  "m arkless" w ild e rn ess , th e  " b ig ," "an c ie n t,"  "-timeless" 
woods, Isa ac  McCasiin le a r n s  th e  h u m ility  and p r id e  and courage which 
enable him -to le a r n  f u r th e r  th a t  th e  ea rth  should belong to  a l l  " in  the  
communal anonymity of b ro therhood ,"  and to  understand th e  cu rse  on h is  
la n d , th e  Soutli.^ At th e  beginning of th e  fo u rth  sec tio n , th en , he 
sees "him self and h is  cousin  juxtaposed n o t a g a in s t th e  w ilderness bu t 
a g a in s t th e  tamed land  which was -to have been h is  heri-tage . . .
(p . 2 5 k ) . "
In  C onrad's "Youth" th e  m otif i s ,  of course, you th . In  "The 
S ec re t Sharer" i t  i s  made up of th e  words double, s tra n g e r , and d ia re r .
In  "H eart of Darloiess" even th e  t i t l e  i s  p a r t  of th e  m otif k ep t before 
th e  re a d e r from 1-îarlow's sudden "'And th i s  a lso  has been one of the  
dark p laces  of th e  e a r th , ' " a t  th e  beginning, to  th e  d e sc r ip tio n  of th e  
Congo as th e  " 'h e a r t  o f d a ricn ess ,'"  to  th e  d e sc rip tio n  of th e  g i f t  o f ex­
p re ss io n  as , in  K u rtz 's  case , " 'th e  d e c e itfu l  flow  from th e  h e a r t  o f an
W ,  p. 20.
^In some ways "The Bear" resem bles "Heart o f D arkness." Both are  
i n i t i a t i o n  s-fcories in  which t h e . pro-tagonist? s experiences in  th e  w ild e r­
n ess  le a d  him -to a d iscovery  of man's capacity  f o r  e v i l .
^Go Down, Moses, pp . 192, 200, 208, 257, 2 6 l , 28] ,  298, 323.
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impemetraKle d a rk n e ss , '"  to  th e  l a s t  words o f th e  s to ry , " ' seemed to  le a d  
in to  th e  h e a r t  o f  an immense d a r k n e s s . ' D i e  e f f e c t  o f th e  i t e r a t i v e  
in s is te n c e  on a word o r  group o f words p resen ted  through the  e lab o ra te  
eloquence of the  Fau lknerian  and Conradian sentence i s  to  hypnotize th e  
re a d e r , to  draw him in to  th e  com pelling tra n c e  o f th e  language. Both 
men were consummate m asters o f th e  e f f e c t .
The th i r d  w o rd -p rac tice  in  ih ic h  Faulkner resem bles Conrad, p e r­
haps th e  most s t r ik in g  s i y l i s t i c  resem blance between th e  two, i s  h is  
use  o f  what Miss Leaver c a l l s  "n eg a tiv e  u ltim a te s , " neg ativ e  words of 
u ltim a te  d eg ree .2 These words, to o , h e lp  to  heigh ten  th e  in te n s i ty  o f  
a c tio n  and c h a rac te r and th u s  c o n tr ib u te  to  th a t  sense o f u n iv e rsa l 
s ig n if ic a n c e  which inform s th e  b e s t  work of both men. In  "The Bear," f o r  
in s ta n c e , only  Old Ben, Lion, and Sam F a th e rs  a re  " ta in t le s s  and in c o r­
ru p tib le "  (p . 191). Sam i s  a lso  " in sc ru ta b le "  (p . 213). Then, w ith in  
th re e  pages, Old Ben i s  " ru th le s s"  and "indom itable and in v in c ib le " ; "üie 
woods a re  ap paren tly  "im penetrable"; th e  vo ices o f th e  hounds are  
"sourcaLess" (pp. I 93, 195, Conrad was, i f  p o ss ib le , even more
ad d ic ted  to  th e se  words than Fau lkner:
And f o r  a  moment i t  seemed to  me as i f  I  a lso  were buried  in  
a  v a s t  grave f u l l  o f  unspeakable s e c re ts .  I  f e l t  an in to le r ­
ab le  w e i ^ t  oppressing  my b r e a s t ,  th e  sm ell o f th e  d a #  e a r th , 
th e  unseen presence o f v ic to r io u s  co rru p tio n , th e  darkness of 
an im penetrable n ig h t . . .  .3
The i# e n e t r a b le  b lackness b e se t th e  lA ip so d o s e  th a t  i t
Y^outh, pp . 48, 95, 114, 162. 
^ : m ,  p . 199.
3"H eart o f D arkness," Youth, p . I 38.
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seemed th a t  ty  th ru s tin g  one* s hand over th e  s id e  one could 
touch some u n earth ly  substance. There was in  i t  an e f f e c t  of 
inconceivab le  t e r r o r  and o f  in e x p re ss ib le  m ystery . 1
J u s t  a s  s ig n if ic a n t ,  perhaps, a s  th e  f a c t  th a t  both  'w rite rs  used th e se
words to  produce in te n s i ty  is  th e  f a c t  th a t  they  tended to  overuse them
in  th e  same way, to  cover up th e  a r t i s t i c  f a i l u r e  in  evocativeness
through  an em otional rh e to r ic a l  insistence.2 it may be, th a t  i s ,  a
m easure o f th e  im pact o f Conrad’ s example on F au lkner th a t  th e  l a t t e r
le a rn e d —o r was confirm ed in  h i s  own n a tu ra l  tendency towards—n o t only
th e  v i r tu e s  o f C onrad's s ty le  b u t a lso  i t s  ex cesses.
A f u l l e r  account o f the s ty le s  o f th e  two men would, o f course, 
in v o lv e  a d iscu ss io n  o f  th e  way ead i o f them complements h is  overex­
tended sen tences w ith  d i r e c t ,  s im ^ e  accounts o f a c t io n .3 Also i t  
would need to  recogn ize  th a t  one reason  f o r  th e  e ffe c tiv e n e ss  o f th e  
a b s t r a c t ,  m ed ita tiv e  p e rio d s  i s  th e  foundation  underneath them of 
sh arp ly  observed co n cre te  d e ta i l s ,^  And i t  would, f in a l ly ,  have to  
a tte n d  to  th e  p e rv asiv e  imagery o f th e  two.
^ ^ 2  Shadow L ine , p . 108.
% n Conrad see F . R, Leavis, The G reat T rad itio n  (Garden C ity ,
N. Y.s Douhied^y Anchor Bodes, 195^), pp. 216-220. See vyndham Lewis,
Men W ithout A rt (New Toric: H arcourt Brace, I n c . ,  193^), pp. 45-48, f o r  
th e  f i r s t  such c r i t ic is m  o f Faulkner.
^See, f o r  exaaçxLe, "Youth, " Youth, p . 11 ; and Faulkner, L igh t in  
August (New York : The Modem L ib rary , 1950)» p . 96 . See a lso  Zink,
South A tla n tic  Q u a rte rly . LUX (Ju ly , 1954), p . 401; and Moser, Jo se ih  
Conrad, p . 47 . AH re fe ren ces  to  L i ^ t  in  August w i l l  be to  t h i s  e d it io n . 
Page numbers w i l l  appear h e re a f te r  in  pa ren th eses  in  th e  ‘te x t .
^On Conrad see L eav is, The G reat T ra d it io n . p p . 212-215. A good 
example o f F a u lk n e r 's  concreteness i s  th e  d e s c r ip tio n  o f th e  approach 
o f A rm stid 's  wagon to  Lena Grove, L ie h t in  August, p . 7 .
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The ençjhasis h e re , however, ra th e r  than  on th e  s ty le s  in  them­
se lv e s , i s  on th e  s im i la r i t i e s  between elem ents o f th e se  s ty le s  which 
suggest th e  p ro b a b ili ty  th a t  C onrad's s ty le  in flu en ced  th a t  o f Faulkner, 
a  p ro b a b ili ty  which becomes alm ost a c e r ta in ty  w ith  reg a rd  to  c e r ta in
passages in  some o f F a u lk n e r 's  e a r l i e r  n o v e ls . The fo llow ing  passage
from M osquitoes, f o r  in s ta n c e , has th e  appearance o f having been l i f t e d  
alm ost b o d ily  from th e  passage in  "H eart of Darkness" beginning,
"'Going up th a t  r i v e r  was l i k e  t r a v e l l in g  back to  th e  e a r l i e s t  begin­
n in g s  o f th e  w orld, when v eg e ta tio n  r io te d  on th e  e a r th  and th e  b ig  
t r e e s  were k in g s ,
Trees heavy and an c ie n t w ith  moss loomed ou t o f  i t  hugely 
and g ray ly ; th e  m is t m i ^ t  have been a s lu g g id i growth be­
tween and among them. No, t h i s  m is t m i ^ t  have been th e
f i r s t  p r e h is to r ic  morning of tim e i t s e l f ;  i t  m ight have been 
th e  very  substance in  which th e  seed of th e  beginning of 
th in g s  fecundated ; and th ese  huge and s i l e n t  t r e e s  might 
have been th e  f i r s t  o f l iv in g  th in g s , too  re c e n tly  bom  to  
know e i th e r  f e a r  o r  astonishm ent, dragging t h e i r  sluggish  
um b ilica l cords from o u t th e  o ld  miasmic womb of a  noth ing­
ness la t)en t and d re a d fu l. 2
S t i l l ,  i t  must never be fo rg o tte n  th a t  to  dem onstrate Conrad's 
in flu en ce  on Faulkner i s  n o t thereby  to  exp lain  o r  account f o r  F au lk n er's  
g en ius, F a u lk n e r 's  s ty le  and technique a re  obviously  expressions of h is  
own temperament. So, lik e w ise , i s  h i s  r e c e p tiv i ty  to  th e  Conradian 
manner and methods. That i s ,  a  profound, l a s t in g  l i t e r a r y  in flu en ce  i s  
undoubtedly th e  r e s u l t  o f deep temperamental a f f i n i t i e s .  This i s ,  I  
b e lie v e , th e  case w ith  Conrad and Faulkner. At t h i s  p o in t, th e re fo re — 
b efo re  undertak ing  th e  f u l l  d iscu ss io n  of th e  im p re s s io n is tic  techniques
^Pp, 92-93» See a lso  pp. 95-9^»
^(NewTork; L iv e rig h t P ub lish in g  C orporation, 1927), p , I 69.
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of th e  two men—I  b e lie v e  a d iscu ssio n  of th e se  temperamental a f f i n i ­
t i e s  should h e lp  to  exp lain  why Conrad appealed p a r t ic u la r ly  to  
F au lkner, why Faulkner should have found th e  Conradian s ty le  and tech ­
n iq u es  so a t t r a c t iv e .  I t  should a lso  remind the  re ad e r and he lp  keep 
him aware, throughout th e  study o f th e  a r t i s t i c  methods, of th e  in ­
flu en ce  o f tanperament on technique and s ty le  and even m a te ria l and so o f 
th e  conçlex re la t io n s h ip  of l i t e r a r y  in flu en ce  to  temperament and to  the  
f in is h e d  work o f a r t .
The temperamental a f f i n i t i e s  of Conrad and F aulkner a re  in d ic a ted  
c le a r ly  hy th e  re la t io n s h ip  o f each to  h i s  worics. Obviously, both  men 
were deeply involved in  t h e i r  b e s t  worics. As Conrad was committed to  
th e  s tu d ie s  o f b e tra y a l found in  Lord Jim and Under W estern Eyes, so 
F aulkner was committed in  Absalom. Absalom 1 and Gg, Powu. noses to  th e  
study  of th e  curse  on th e  South, Conrad* s complex and ambiguous fe e lin g s  
about h is  re la tio n s h ip  to  Poland, th a t  i s ,  seem to  be p a ra l le le d  ty  
Faulkner* s complex and ambiguous fe e lin g s  about h is  r e la t io n s h ip  to  th e  
South, As Conrad seems to  have had fe e lin g s  of g u i l t  about h is  "b etray ­
a l"  o f  Poland, so Faulkner seems to  have had f  sw in g s  o f g u i l t  about 
th e  b e tra y a l of th e  Negro ra c e  ty  h is  a n ce s to rs . C e rta in ly  th e  W hite- 
Negro re la tio n s h ip  i s  c e n tra l  in  h is  woric as th e  in d iv id u a l-so c ie ty  r e ­
la t io n s h ip  i s  in  Conrad*s work,
# i a t  i s  known of Conrad* s l i f e  bears o u t th e  in d ic a tio n s  o f th i s  
deep c o n f l ic t  w ith in  him, from h i s  l a t e r  unconscious e d it in g  of h i s  l i f e  
to  make i t  appear th a t  h i s  becoming an author was mere chance—h is  
w r it in g  in  English  f o r  th e  E nglish  was regarded as a  g re a te r  b e tra y a l
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by Poles than  h is  le a v in g  Poland to  go to  sea—to  th e  in te n tio n  o f h i s  
l a s t  y e a rs  to  re tu rn  to  Poland to  l iv e .^  In  F au lkner’ s case th e  term s 
of th e  c o n f l ic t  w ith in  him may be in d ic a ted  on th e  one hand by h is  
attachm ent to  Aunt C aro line  B arr and IftidLe Ned, h is  Negro mamny and an 
o ld  fam ily  r e ta in e r  r e s p e c t iv ^ y ,  and on th e  o th e r  hand by h i s  statem ent 
th a t ,  r a th e r  than  allow  th e  F edera l government to  fo rce  Southern com­
p lian ce  w ith  c i v i l  r ig h t s  l e g i s l a t i o n ,  he would shoot Negroes in  th e  
s t r e e t . 2 The c o n f l ic t  in  F au lkner’ s mind, th a t  i s ,  seemed to  be between 
h i s  r e a l iz a t io n  o f  -ttie inhumani'ty o f a  c u ltu re  based on s lav e ry  and the  
rom antic ÿLamor o f h i s  Southern h e r i ta g e , a p a r t  o f which i s  th e  ny th  
of th e  r a c ia l  i n f e r i o r i t y  o f  th e  Negro. H is syrç>athy f o r  th e  Negro i s  
obvious from h is  worics; n e v e r th e le s s  one wonders how much o f th e  h o rro r 
5 f  m iscegenation f d . t  by Henry Sutpen and Quentin Conçson and Is a a c  
McCasiin was VBJJLiam F au lkner’ s own fe e l in g .
In  both  men th e se  c e n tr a l  c o n f l ic ts  m anifested them selves in  a  
whole h o s t o f r e la te d  c o n f l ic t s .  In  Conrad th e re  was th e  c o n f l ic t  be­
tween h i s  d ec la red  b e l ie f  in  th e  s i r ÿ le  v ir tu e s  o f f i d e l i i y  and s o l id a r ­
i t y  and h is  profound awareness o f th e  com plexity and am biguity o f l i f e  
to g e th e r w ith  a  deep synçatihy f o r  th e  in d iv id u a l. Another e x is te d  in  
h i s  f e a r  of th e  co rro sio n  o f th e  i n t e l l e c t —h is  enÿhasis on woric a s
See Jocelyn  B aines, Joseph Conrad; 4  C r i t ic a l  Bjoerarihv (London; 
W eidenfeld and N icolson, 1960), pp . 101-102, 352-353? Gerard Jean - 
Aubry, Ihe Sea Dreamer, t r a n s .  Helen Sebba (Garden C ity , N. T .:  Double- 
day & Company, I n c . ,  1957). PP. 237-240; and J e s s ie  Conrad, Joseph Con- 
3ad and h i s  C irc le  (New York: E. P . Dutton & Co., I n c . ,  1935), P* 263.
2See Robert C antw ell, "The F au lk n ers ; R eco llec tions o f  a  G ifted  
Fam ily," WF:H I .  p .  6I ;  and R u sse ll Warren Howe, "A Talk w ith  If illia m  
F au lkner,"  % e  R eporter. XIV (Mardi 22, 1956), p . 19.
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man’ s s a lv a tio n —expressed in  some of th e  most profoundly  m ed ita tiv e  
nove ls  in  E n g lid i.^  There was, in  f a c t ,  a whole s e r ie s  o f such para-» 
d o x ica l c o n f l ic ts  in  Conrad and h i s  works, summarized by Guerard a s , 
" b r ie f ly ;  a  deep commitment to  o rd e r in  so c ie ty  and in  th e  s e l f —- 
doubled by in c o r r ig ib le  sympathy f o r  th e  outlaw, w hether e x is t in g  in  
so c ie ty  o r th e  s e l f
The same k inds of c o n f l ic ts  e x is ted  in  F au lkner. Indeed, H yatt 
Waggoner has w ritte n  th a t  th e  dominant theme th ro u ^ o u t  F au lkner’ s 
works i s  "h is  to r tu re d  and ambiguous m ixture of r e l ig io u s  d e n ia l and 
a ff irm a tio n ."^  C e rta in ly , h i s  deep re l ig io u s  concern i s  rev ea led  in  
■the C h ris tian  symbolism in  The Sound and th e  Furv. As I  Lav Dying.
L igh t in  August. Go Down. Moses. Requiem f o r  a Nun, and A F ab le : in  "the 
se rio u s  concern w ith  i n s t i tu t io n a l  C h ris tia n ity  I  Lav Dying. L ig h t 
in  August. Requiem f o r  g. Nun) ; and in  th e  emphasis th ro u ^ o u t  th e  ■works 
on s a c r i f ic e ,  su ffe r in g , and endurance ( " ,  . . b u t then  th e  whole 
ch ro n ic le  o f man’ s  im m ortality  i s  in  th e  su ffe r in g  he  has endured.")
The re l ig io u s  c o n f l ic t ,  undoubtedly, stemmed from h is  in te l l e c tu a l  
n e ce ss ity  o f r e je c t in g  C h r is t ia n ity  as a l i t e r a l  f a i t h  id iile  a t  ■the same
V o r h is  emphasis on work see Conrad ■tx) Rc= B. Gunnin^ame Graham, 
14- December 1897» Joseph Conrad: L if e and L e t te r s ,  ed . G. Jean-Aubry 
(Garden C ity , N. T .:  Doubleday, Page & Co., 192?), I ,  pp. 214-215. Here­
a f t e r  t h i s  work w i l l  be r e fe r re d  ■to as IL . See a lso  "H eart o f D arkness," 
Youth, p . 97.
p. 58.
3wm-iatn Faulkner, p. 3»
^ t r u d e r  in  th e  Dust (New York; Random House, 19% ), p . 154.
A ll re fe re n c e s  to  In tru d e r  w i l l  be to  t h i s  e d i t io n .  Page numbers ■will 
appear h e re a f te r  in  pa ren th eses  in  th e  t e x t .
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tim e f e e l in g  immensely a t t r a c te d  to  i t  em otionally . In  th e  b e s t exam­
in a tio n  o f h is  re la t io n s h ip  to  C h r is t ia n ity  Waggoner conduded; "He 
ta k es  c re d a l C h r is t ia n ity , ap p aren tly , as  ^ h i s t o r i c a l  nyth  containing 
profound and red en ç tiv e  moral and psycho log ica l which he has
undertaken to  r e in te r p r e t  in  modem te rm s. On a more mundane lev e l 
t h i s  c o n f l ic t  may be m anifested  in  th e  c o n tra s t between th e  Faulkner 
Triio wrote o f  b la s jh en y , fo rn ic a tio n , a d u lte ry , in c e s t ,  and rape w ith a 
com -cob and th e  F au lkner who in  hun ting  camp n e i th e r  cursed nor to ld  
o r  l i s te n e d  to  o f f -c o lo r  s to r ie s .^  I t  may w e ll be, to o , th a t  h is  p ro ­
longed d rin k in g  bouts r e f le c te d  th e  in n e r c o n f l ic ts  from, which he 
needed to  escape p e r io d ic a l ly . ^
Thus, in  xdiat i s  known o f Faulkner th e re  i s  evidence of a s e r ie s  
o f in te r n a l  c o n f l ic ts  in  h is  n a tu re  much l i k e  th o se  o f Conrad. There 
i s  n o t, however, a t  t h i s  w ritin g  enough r e l i a b le  b io g rap h ica l informa­
t io n  about Faulkner to  enable one to  d e sc rib e  th o se  c o n f l ic ts  very con­
f id e n t ly  o r  to  carry  such p a r a l le l s  w ith  Conrad very f a r .  In  order to 
dem onstrate th e  temqoeraraental a f f i n i t i e s  o f th e  two men, th e re fo re , we 
s h a l l  have to  show how Faulkner* s temperament m an ife sts  i t s e l f  in  a  
p h ilo so p h ic  view o f  l i f e  and in  an approach to  w ritin g  w hidi a re  both 
rem arkably s im ila r  to  th o se  o f Conrad.
The sev e ra l m o re -o r-le ss  s u p e r f ic ia l  ways in  which th e  two were 
a l ik e  may o r  may n o t have had a  b earin g  on th e  s im i la r i t i e s  in  toei-r
% il l ia m  F au lkner, p . 248.
% ohn B. C ullen, Times in  th e  F au lkner Coimtrv. co llab o ra to r 
F loyd C. W atkins (Chapel H iU : The Iftiiv e rsity  o f  North C arolina Press,
1961) ,  p . 13.
^■bid. .  pp. 16-17; and Coughlan, The P r iv a te  World, pp. 24-25, 
104- 105, 134-, See a lso  John F au lkner, mv b ro th e r B i l l ,  pp. 148-152,
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approaches to  l i f e  and w r it in g . Both were sm all in  s iz e , both h e i r s  of 
an a r i s to c r a t i c  t r a d i t io n ,  both co u rtly  in  manner. Both were b r o u ^ t  up 
in  th e  Chi*istian r e l ig io n .  Both were p o l i t i c a l  co n se rv a tiv es . Both 
su ffe re d  th r o n g  long p e rio d s  o f n e g le c t to  f i n d  p u b lic  fa v o r only when 
t h e i r  b e s t  work was done. Both became, l a t e  in  l i f e ,  th e  spokesmen of 
ra t i ie r  ambiguous a ff irm a tio n s . But in  view o f  th e  lack  o f b iograph ical 
in fo rm ation  about Faulkner such s im i la r i t ie s  ta k e  ^diatever meaning t h ^  
have from th e  more im portant s im i la r i t ie s  t r e a te d  in  th e  fo llow ing  d is ­
cu ss io n .
Joseph Conrad d id  no t b e lie v e  in  e i th e r  th e  personal God o r th e  
p e rso n a l im m ortality  o f  orthodox C h r is t ia n ity ,  The in te n se  ^ e p tic is m  
expressed in  Nostromo and Under W estern Bres—th e  ençhasis  on th e  u l ­
tim a te  f u t i l i t y  o f  man’ s a c tio n s—i s  exaggerated  only a very  l i t t l e  in  
th e  b an te rin g  l e t t e r s  he wrote to  h is  s o c i a l i s t  f r ie n d  Robert Cunning- 
hame-Graham.^ In  one he  speaks o f th e  in d e s t ru c t ib le  machine of the  
u n iv e rse  id iich has "made i t s e l f  w ithou t t h o u ^ t ,  w ithou t conscience, 
w ith o u t f o r e s i ^ t ,  w ithou t eyes, w ithou t h e a r t ,  Three wedzs l a t e r  he 
con tinues:
The machine i s  th in n e r  than  a i r  and as evanescent as  a  f l a d i  
o f l i ^ t n i n g .  The a t t i tu d e  o f  cold unconcern i s  th e  only 
reaso n ab le  one. Of course reason i s  h a te f u l , - - b u t  why? Be­
cause i t  dem onstrates (to  th o se  idio have th e  courage) t h a t  we, 
l iv in g ,  a re  o u t of l i f e , —u t te r ly  o u t o f i t .  The m yste ries  
o f a  u n iv e rse  made o f drops o f  f i r e  and dLods o f  mud do n o t 
concern us in  th e  l e a s t .  The f a t e  o f a  hum anity condemned u l -
^See Baines, Joseph Conrad, pp. 310, 363; and Guerard, CTO, pp.
104, 189- 190.
^20 December 1897, I I ,  I ,  p . 216.
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tim ataLy to  p e r is h  from cold  i s  n o t  worth tro u b lin g  about.
I f  you tak e  i t  to  h e a r t  i t  becomes an unendurable trag ed y .
I f  you b e lie v e  in  inçrovem ent you must w e ^ , f o r  th e  a tta in e d  
p e rfe c tio n  must end in  co ld , darkness and s i le n c e , '
C h r is t ia n ity  was to  him, f i n a l ly ,  an "absurd o r ie n ta l  f a b le ,  , ,  ,  the  
only  re l ig io n  which, w ith  i t s  im possib le s tan d ard s , has b r o u ^ t  an in ­
f i n i t y  o f anguish to  innum erable so u ls—on th i s  e a r th ,
That l a s t  ph rase , "on th i s  e a r th ,"  re v e a ls  Conrad’ s emphasis. 
The a t t i tu d e  o f co ld  unconcern m i ^ t  be th e  only lo g ic a l  one, i f  one 
considered  only th e  u ltim a te  s ig n if ic a n c e  of man’ s l i f e ,  bu t th e re  ex­
i s te d  a lso  f o r  Conrad what he c a lle d  " th e  v i s ib le  u n iv e rse ,"  " th e  tem­
p o ra l w orld ,"  th e  world bounded by space and tim e in  idiich ev e iy  man 
l iv e s  h i s  l i f e .  I t  i s  t h i s  w orld, th e  world o f man’ s l i f e  on e a r th , 
w ith  which he was p rim arily  concernai. I t  i s  t h i s  "world, th e  tem­
p o ra l w orld, r e s t s  on .a very  fevT sim ple id e a s ; so s in ç le  th a t
thQT must be as o ld  as th e  h i l l s .  I t  r e s t s  n o tab ly , among o th e rs ,  on 
th e  id ea  of F i d e l i t y , "3 I t  i s  in  th i s  world t h a t  " the  s o l id a r i ty  in  
m ysterious o r ig in , in  t o i l ,  in  jo y , in  hope, in  u n c e r ta in  fa 'te , which 
b inds men to  each o th e r and a l l  mankind ■bo th e  v i s ib le  w orld ," i s
im p o rtan t,4
F or in  l i f e  on t h i s  e a r th  the  in ç o r ta n t  m a tte rs  a re  man’ s r e l a ­
tio n s h ip  w ith  man and w ith  man o r s o c ie ty . H ers, in  s p i te  o f h i s  lack
^14 January 1898, I L ,  I ,  p ,  222,
^Conrad to  Edward G arnett, 23 February 1914, L e tte r s  From Conrad: 
1895 to  1924. ed, Edward G arnett (Bloomsbury, The Nonesuch P re s s , 1 9 ^ ,
p .  265,
3"a  F am ilia r P re face ,"  A P ersonal Record (Garden C ity , N, T ,:  
Doubleday, Page & Company, 1923)» p , x x i i i ,
^ P re f a c e ,  " The N igger o f th e  N arc issu s, p , x iv .
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o f b e l ie f  in  C h ris tian  te leo lo g y  and esd ia to lo g y , Conrad d id  depend on 
th e  t r a d i t io n a l  C h ris tian  v iew s. He b e liev ed , f o r  in s ta n ce , in  th e  
n a tu ra l  d ep rav iiy  o f man. "L*homme e s t  un animal méchant. This i s  
•(diy Utopian revo lu tion ism , o r even socia lism , was f o l l y  to  Conrad w ith  
i t s  " s tran g e  conv iction  th a t  a  fundamental change of h e a r ts  must fo llow  
th e  dow nfall of any given human in s t i tu t io n s ."  He b e liev ed  a lso  in  
C h ris tia n  e th ic s .  In  th e  fa c e  o f th e  godless u n iv e rse , men must lo v e  
one an o th er, must be f a i t h f u l  to  one ano ther, must do th e i r  du ty  ty  one 
an o th e r .^  I n  a l l  o f h i s  g re a te r  woiics, from h is  study o f th e  m icro- 
cosmic N arc issus to  h i s  study o f Razumov’ s b e tra y a l o f  H aldin in  Under 
W estern Eves. Conrad’ s  assu n ç tio n  was th e  same: i t  i s  t h a t  d iscovery  of 
Alvan Hervey in  "The R eturn ,"  " th e re  can be no l i f e  w ithou t f a i t h  and 
love-—f a i t h  in  a  human h e a r t ,  lo v e  of a  human being  I" A ll o f Conrad’ s 
h e ro es  a re , of course, m orally  re sp o n sib le  f o r  th e i r  a c t io n s . T he ir 
in te n se  s t r u g ^ e s  o f  conscience d e riv e  from t h e i r  moral r e s p o n s ib i l i ty .  
So does th e  f e e l in g  o f in e v i ta b i l i ty  ih ic h  th e  read er experiences as he 
l i v e s  th r o u ^  th e  s t r u g ^ e s  o f th e  he ro es. The in e v i t a b i l i ty  sp rin g s , 
th a t  i s ,  from th e  in ex o rab le  working o f cause and e f f e c t ,  th e  working 
ou t o f c h a ra c te r  in  a c tio n , n o t from any e x te rn a l source o r cause . 
C onrad 's c h a ra c te rs  a re  f r e e  and re sp o n sib le  f o r  t h e i r  a c tio n s , n o t to
Conrad to  Graham, 8 February 1899, U ,, I ,  p . 269.
2
"A utho r's  N ote," Under W estern Eves (Garden C ity , N. Ï . : Double- 
day, Page & Company, 19237, p .  x . A13L re fe re n ce s  to  Under W estern Eves 
w i l l  be to  t h i s  e d it io n . Page numbers w i l l  appear h e re a f te r  in  th e  t e x t .
^See Moser, Joseph Conrad, pp. 12-24.
it
T ales o f  U nrest (Garden C ity , N. T .:  DoubLeday, Page & Conpany, 
1923) ,  p . 177. ty  i t a l i c s .
3^
God perhaps, b u t to  mankind.
In  an u ltim a te  sense, however, "we l iv e ,  a s  we dream—alone. 
Conrad was aware of th e  m oral o b lig a tio n s  o f ead i man towards every 
o th e r  man. He was a lso  very  much aware o f th e  con^leodly, the moral 
am biguily, of any p a r t ic u la r  one o f m an's a c tio n s , and he was always 
prob ing  su b tly  th e se  d e l ic a te  te n u o s i t ie s  in  th e  c h a rac te r  of a man 
is o la te d  in  some f o r  some reaso n , from o th e r men. As Morten D. 
Zabel has po in ted  o u t, i s o la t io n  i s  th e  con d itio n  in  C onrad's woi4cs 
f o r  th e  t e s t  of c h a rac te r  which i s  c e n tr a l  to  h i s  g re a te r  works. ^
Through m orally  is o la te d  c h a ra c te rs , th en , Conrad examines from every 
p o ss ib le  a n ^ e  th e  q u estio n  o f th e  r e l a t io n Ëiip o f  th e  in d iv id u a l to  
o th e r in d iv id u a ls  and to  so c ie ty  and s o c ie ty ’ s  law s and t r a d i t io n s .  In  
h i s  moral is o la t io n  Jim  b e tray s  so c ie ty , h i s  t r a d i t io n  and d u ^ ,  by 
d e se r tin g  the  P atna; Razumov, on th e  o th e r hand, b e tra y s  an in d iv id u a l 
to  h is  re p re ss iv e  so c ie ty  and f in d s  no more peace than Lord Jim, The 
young cap ta in  of "The S ec re t Sharer" has th e  o p p ortun ity  o f be tray ing  
L eggatt and comes c lo se  to  b e tray in g  h is  so c ie ty  (h is  sh ip) because o f 
L eggatt b u t f in a l ly  escapes w ith  newly found self-know ledge. As Zabel 
p u ts  i t :  "The 'Sharing* h as  re c re a te d  him, s t i r r e d  him to  a  sense of h i s  
l a t e n t  moral in s e c u r i ty , and so enforced in  him th e  n e c e s s ity  of human 
community—th a t  'unavo idab le  s o l id a r i ty ' which Conrad p e r s is te n t ly  i n ­
vokes a s  th e  inescap ab le  commitment o f men. . .  ."3
 ^"Heart of D arkness," Youth, p .  82 .
^C raft g d  C haracter ^  Modem F ic t io n  (New York: The Viking 
P re ss , 1957). pp. 158-16?.
^ b id . .  p . 166.
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Man's a c tio n s  may be in s ig n if ic a n t  in  th e  scheme of th e  un iv erse , 
may be u ltim a te ly  f u t i l e ,  b u t in  t h i s  tem poral w orld man i s  n e c e s sa r ily  
committed to  o th e r  men, and i t  i s  in  cond itions o f  is o la t io n  th a t  he 
must d isco v er th e se  t r u th s ,  as  w ell as th e  t ru th  about h im se lf, whidi 
w i l l  enable him to  meet h i s  o b lig a tio n s . One must add qu ick ly , however, 
th a t  Conrad very  r a r e ly  w rote about a man >dio succeeded in  th e se  ta sk s . 
Of th e  heroes o f h i s  g re a te r  works (The N igger o f th e  N arc issu s. 1897— 
Under W estern Eves. 1911) only  th e  Marlow o f "H eart o f Darkness" and 
th e  cap ta in  o f "The S ec re t Sharer" succeed in  gain ing  sâ^-îm ow ledge 
and coming to  g r ip s  w ith  r e a l i t y  w ithout b e tra y in g  th e i r  o b lig a tio n s  to  
o th e r  men. The p r ic e  o f t h e i r  success i s ,  in  M arlow's case , a M o stly  
s t r u g ^ e  in  th e  n ig h t  w ith  a sou l which adknowledges noth ing  e i th e r  
above o r  below i t ;  and, in  th e  c a p ta in 's  case , "a  creeping q u ie t ly .  ,  ,  
n ea r in s a n i ty ."  There a re  no easy v ic to r ie s  in  Conrad a s  th e re  a re  no 
easy a ff irm a tio n s—in  h is  b e s t  work. F in a lly , f a i l u r e  and th e  fo rce s  
o f e v i l  were more r e a l  probably f o r  Conrad than success and th e  fo rc e s  
o f good.2 "H eart o f D arkness," "The Ehd o f th e  T e th e r,"  Nostromo. and 
Under W estern Eves, f o r  example, a l l  generate  in  th e  read er a  sense of 
th e  overwhelming fo rc e  o f e v i l ,  th o u ^  never a  sense of man a s  mere 
p a ss iv e  v ic tim  of fo rc e s  o u ts id e  h im se lf.
In  t h i s  b r ie f  summary, one l a s t  th in g  should be sa id  about Con-
'*Youth. p . 144. 'Twiact Land and Sea, p . 130.
^B ertrand R ussell* s  v iv id  d e sc r ip tio n  o f t h i s  elem ent in  Conrad's 
v is io n  o f l i f e  i s  a s  fo llo w s: "I f e l t  . . .  th a t  h e  t h o u ^ t  o f c i v i l ­
ized  and m orally  to le r a b le  human l i f e  as  a  dangerous walk on a  th in  
c ru s t  o f b a re ly  cooled la v a  w hidi a t  any moment m ight break and l e t  the  
unwary sink in to  f i e r y  d e p th s ."  P o r t r a i t s  from Memory (New York: Simon 
and S chuster, 1956), p . 8? .
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ra d ’ s view of l i f e .  I t  i s  t h a t  in  Conrad’ s b e s t works th e  hum anistic 
encounter i s  always between man and man, n o t between man and woman. 
Thomas C. Moser has shown in  h is  hook  th a t  in v a ria b ly , whenever Conrad 
attem pted to  t r e a t  th e  sexual rd .a t io n s h ip s  o f  men and women, he de­
p ic te d  im potent, v o y e u r is t ic  men and d e s tru c tiv e  women. ^  According to  
Moser, Conrad’ s misogyny a ss e r te d  i t s d f  n o t only th r o u ^  images tdiich 
a s so c ia te  women and f e r t i l i t y  w itii d ea th , b u t a ls o , in  h i s  l a t e r  works, 
by h i s  w ithhold ing  sympathy from th e  a c tiv e  women which h i s  p lo ts  re ­
q u ire d ,^  Because o f th e  in h ib i t in g  e f f e c t s  o f h i s  misogyny on h i s  
im ag ination , Moser w r i te s ,  Conrad could c re a te  n e i th e r  a  b e lie v ab le  
lo v e  re la t io n s h ip ,  no r, w ith  one excep tion , a  b e lie v ab le  woman,3 The 
exception  i s  Mrs. Gould in  Nostromo. th o u ^  even in  her case, "we must 
rm em ber th a t  h e r c o u rtd iip  i s  k ep t s a f d y  in  th e  p a s t, th a t  Conrad 
avoids any d o s e  exam ination o f h e r m arried  l i f e ,  and th a t  to  th e  r e s t  
o f th e  w orld she rem ains an u n a ssa ila b le  m atron ."^
The p a r a l le l s  between t h i s  view o f l i f e  h d d  by Conrad and th a t  
h e ld  by Faulkner a re  alm ost too  n e a t, th o u ^  th e re  have been some 
s in c e re  a ttem p ts in  re c e n t y e a rs  to  make o f Faulkner an orthodox 
C h r is t ia n .3 He h im s d f  co n trib u ted  to  t h i s  a ttem pt ly  sometimes using
J o se p h  Conrad, pp. 50-130»
^ i d . .  pp . 5^ , 57. 78- 80, 160- I 6I .
% b id ., pp. 105- 110.
^ i d . .  p . 88 ,
^See, f o r  in s ta n c e , R andall S tew art, American L i te ra tu re  and 
C h ris tia n  D octrine  (Baton Rouge: L ou isiana  S ta te  XJhiversi'ty, 1958)7 
pp . 136- 142.
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orthodox term s sruch a s  God and im m ortality  in  seemingly orthodox
fa sh io n  in  h i s  p u b lic  s ta tem en ts.^  More o fte n , however, h e  used
orthodox term s to  s tan d  f o r  heterogeneous, i f  n o t h e re tic a l .,  concep ts.
How f a r  a f ie ld  he could go i s  dem onstrated t y  h i s  d e f in i t io n  of
C h r is tia n ity  f o r  Miss S te in ;
No one i s  w ithou t C h r is t ia n ity ,  i f  we agree on -sdiat we 
mean ty  th e  word. I t  i s  every in d iv id u a l’ s in d iv id u a l 
code o f behav io r by means o f ïd iich he makes h im self a 
b e t te r  human being ihan  h is  n a tu re  wants to  be, i f  he 
follow ed h is  n a tu re  on ly . Whatever i t s  symbol—cross 
o r  c re s c a i t  o r w hatever—th a t  symbol i s  man’ s r s a in d e r  
o f h is  duty  in s id e  th e  human race.2
In  th e  same way, according to  Loïc Bouvard, he  d esc rib ed  h i s  God as  n o t
"a  p e rso n if ie d  o r  a  mechanical God, b u t a  God vh o  i s  th e  m ost complete
expression  o f mankind, a  God who r e s t s  both in  e te r n i ty  and in  th e  now. ”3
The preponderance o f th e  evidence in  h is  wozics a lso  in d ic a te s  th a t  
whatever F au lk n er’ s God may have been, he was n o t th e  p e rso n a l lo v in g  
God of orthodox C h r is t ia n i ty .  In  h i s  f i r s t  n o v e l, f o r  exançle , th e  
fo llow ing  conversa tion  ensues between Joe G illig a n  and Doctor Mahon, 
two of th e  ^nnpathe tic  ch a rac te rs  of th e  borfc:
"Circumstance moves in  m arvellous ways, Jo e ."
"I thought you’d  a sa id  God, reverend ."
"God i s  circum stance, Jo e . God i s  in  t h i s  l i f e .  We 
know no th ing  about th e  n e x t. That w i l l  tak e  care  o f  i t s e l f  
in  good tim e . ’The Kingdom of God i s  in  man’ s own h e a r t , ’ 
th e  Bode say s ."
"Ain’t  t h a t , a  k ind  o f funny d o c trin e  f o r  a  parson  t o  g e t 
off?"
'iRemember, I  am an o ld  man, Jo e . Too o ld  f o r  b ick erin g  
or b i t te r n e s s .  We make our own .heaven o r  h a H  in  t h i s
%aganQ. pp . 2 )-24 , 29-30 , 82-83; and FU, p . 1 ^ .  
p .  75.
^"Conversation w ith  W illiam F au lkner,"  t r a n s .  H a iry  D. P ip e r, 
Modem F ic t io n  S t u d i e s .  V (W inter, 1959-60), p . 362.
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w orld. Mio knows; perhaps when we d ie  we may n o t be r e ­
quired  to  go anywhere nor do anything a t  a l l .  That would 
be heaven,••‘I
O ne's susp ic ion  th a t  D r. Mahon i s  speaking h ere  f o r  h is  c reato r i s  
s treng thened  ty  h is  f in d in g  Gavin Stevens echoing eci'ie of these s e n t i ­
ments in  In tru d e r  in  th e  D ust; "Because he loved  th e  o ld  few simple 
th in g s  ^ i c h  no one wanted to  ta k e  from him • • i • a  God a heaven which 
a  man may a v a il  h im self a  l i t t l e  o f a t  any tim e w ithou t having to  w ait 
to  d ie ,  a  l i t t l e  e a r th  f o r  h is  own sweat to  f a l l  on among h is  own green 
sh o o ts  and p la n ts  (p . 156) ."  UltiraatdLy, one o f th e  few poin ts to  
emerge c le a r ly  from 4  F ab le  was t h a t  Fau lkner, l i k e  th e  o ld  Negro 
p reach er, bore w itn e ss , n o t to  God, b u t to  man,^
S ig n if ic a n tly , th e re  i s  in  t h i s  book, F a u lk n e r 's  r e - te l l in g  of 
th e  Passion Wedc s to ry , no re s u r re c t io n . As most o f h i s  c r i t i c s  now 
ag ree , i f  one i s  to  c a l l  Faulkner a C h ris tia n , he  must describe h i s  
C h r is t ia n iiy  as an m asc u la te d  one w ithou t Grace, w ithou t a  re su rrec ­
t i o n . 3 I f  man i s  to  endure and p re v a i l ,  th en , in  F a u lk n e r 's  view he 
m ust do so t h r o u ^  h is  own capac ity  f o r  s a c r i f ic e  and su ffe rin g , n o t 
G od 's. In te re s t in g ly ,  on t h i s  questio n  of m an's endurance Faulkner in  
h i s  Nobel P r iz e  Acceptance %)eech and The Old M arshal o f ^  Fable sound 
v e ry  much l i k e  Joseph Conrad in  Typhoon and in  h i s  essay on Henry
^S o ld ie rs ' Pay (New York: L iv e rig h t P u b lish in g  C orporation, 1926),
p .  317.
^(New York: Random House, 1954), p . 180, See a lso  Roger A sselineau , 
"Faulkner, M o ra lis te  P u r i ta in .  " La Revue des L e t t r e s  Modernes. V (W inter. 
1958-59). p . 244. , —
% aggoner, W illiam  Faulkner, p .  24?; Hoffman, W illiam Faulkner. 
p p . 112-115; and CLeanth Brooks, "F au lk n e r's  V ision  of Good and E v i l ,"
The M assachusetts Review. I H  (Summer, I 962) ,  p .  695.
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James.^ The f i r s t  of th e  fo llow ing  passages i s  from  Conrad's "Henry
Jam es," ü ie  second from F a u lk n e r 's  Stockholm speech:
When th e  l a s t  acqueduct s h a l l  have crumbled to  p iece s , th e  
l a s t  a ir s h ip  f a l le n  to  th e  ground, th e  l a s t  IxLade o f g rass  
have d ied  iqx>n a dying e a r th , man, indom itable by h is  
tra in in g  in  re s is ta n c e  to  m iseiy  and pa in , s h a l l  s e t  t h i s  
u n d im in i^ ed  l i ^ t  of h i s  eyes a g a in s t th e  fe e b le  g^ow of 
th e  sun.^
I  d e c lin e  to  accept th e  end of man. I t  i s  easy en o u ^  to  
say th a t  man i s  immortal sin^üy because he w i l l  endure; 
th a t  when th e  l a s t  ding-dong o f doom has c langed and faded  
from th e  l a s t  w orth less rode hanging t id e le s s  in  th e  l a s t  
red  and dying evening, th a t  even th en  th e re  w i l l  s t i l l  be 
one more sound: th a t  of h i s  puny ineod iaustib le  vo ice , 
s t i l l  ta lk in g . I  re fu se  to  accep t t h i s .  I  b e lie v e  th a t  
man w il l  n o t merely endure; he w i l l  p r e v a i l .3
Again, i t  i s  s ig n if ic a n t  th a t  when Faulkner speaks o f  m an's enduring
and p re v a ilin g , h i s  im m ortality , he obviously  i s  speaking o f  Man, n o t
o f a  man. For Fau lkner, as f o r  Conrad, C h r is tia n ity  was "a  f a i r y  t a l e
th a t  has  conquered th e  whole Western e a r th .
N evertheless, l i k e  Conrad, though he r e je c te d  C h ris tia n iiy  as  a 
l i t e r a l  f a i t h ,  Faulkner accepted a g re a t many o f th e  C h ris tian  p ran ises  
about man. For Faulkner, a s  f o r  Conrad, man was n a tu ra l ly  depraved, th e  
h e i r  o f O rig ina l S in, o f "th a t  s id cn ess  someriiere a t  the  prim e founda­
t io n  o f th i s  fa c tu a l  scheme from idiich ih e  p riso n e r sou l, miasmal-
^"Typhoon," Tvdioon (Garden C ity , N. T .:  Doubleday, Page & Com­
pany, 1923), p .  A F ab le , p .  354.
% otea  on L ife  and L e t te r s  (Garden C ity , N. T .:  Doubleday, Page 
& Conqpaiy, 1927), p . 13*
P. 348.
%ew O rleans Sketches, p .  54, See a lso  Go Down. Moses, p . 291.
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d i s t i l l a n t , « r o i l s  ever upward sunward.  . .  Also l i k e  Conrad’ s , 
Favilkner’ s ch arac te rs  a re  m orally  re sp o n sib le  f o r  th e i r  a c tio n s , though 
on th i s  p o in t F au lkner’ s  a t t i tu d e  was n o t so s in g le  and c le a r-c u t as 
some of h is  c r i t i c s  make i t  seem* I t  i s  easy @ iou^ to  dem onstrate 
F au lkner’ s b e l ie f  in  f r e e  w i l l  and m oral r e s p o n s ib i l i ty  in  a l l  the  
works published sin ce  World War I I*  ih en , by assuming th a t  h is  vozk 
form s one Wiole, one can read  badcwards from Requiem f o r  g, Nun and ^  
F a b le , f o r  in s ta n ce , to  show th a t  c h a ra c te rs  in  th e  e a r l i e r  novels a re  
a lso  re sp o n sib le  f o r  t h e i r  a c tio n s . Sudi a  p rocedure, however, d is ­
t o r t s  Faulkner’ s b e s t  woxks, th o se  o f th e  p e rio d  1929-1942, as mudi as 
a  s imil a r  procedure in  e a r l i e r  Conradian c r i t ic is m  d is to r te d  the  b e s t 
worics of Conrad, The p a r a l le l  between th e  two w r i te r s  i s  d e a r  a t  th i s  
p o in t to o , fo r  th e re  i s  as d e a n  a b reak  between Go Down. Moses and 
In tru d e r  in  th e  Dust a s  th e re  i s  between tfader W estern Eyes and Chance. 
and i t  i s  th e  same k ind  of b reak , th a t  between th e  a r t i s t ’ s e x p lo ra tim  
o f  h is  world Ihrough a n o v d i s t i c  v is io n  and th e  m o ra lis t’ s s içp o rtin g  
a  p rev io u sly  held  p o s itio n  through r h e to r ic a l  fab le s*
When one co n sid e rs  only  th e  worics o f F au lkner’ s b e s t period , th e  
evidence i s  co n tra d ic to ry  enough to  j u s t i f y  a t  l e a s t  p a r t i a l l y  Sean 
O’F a o la in ’ s d a im  th a t  Faulkner was a  n a tu r a l i s t  who had c a r r ie d  d e te r ­
minism to  i t s  lo g ic a l  extreme* ^  There i s ,  f o r  in s ta n c e , th a t  n a tu r­
a l i s t i c  background of Fopeye fu ra ish e d  th e  re a d e r  in  th e  l a s t  chapter
^Absalom. Absalomt (New Toric: The Modem L ib ra ry , 1951)# P* 143* 
A ll re fe re n ce s  to  Absalom. Absalom! w i l l  be to  t h i s  ed ition*  Page num­
b e rs  w i l l  appear h e re a f te r  i n  p a ren th eses  in  the  te x t*
% he Vanishing Hero (Boston: L i t t l e ,  Brown, 1956), p* 90*
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of Sanctuary.  There i s  th e  glamorous w asteland a u ra , th e  emphasis on 
doom and f a t a l i t y ,  which pervades th e  alanosphere o f S a r to r is . L ig h t in  
August. Absalom. Absalom!. and th e  Quentin se c tio n  o f Sound and th e  
Furv (Q uentin’ s f a th e r  i s  probably supposed to  be a  more syiiç)athetic 
c h a rac te r  than  some a p o lo g is ts  f o r  Faulkner ta k e  him to  be)/*  There 
a re  th e  re fe re n ce s  to  The P lay e r in  S a r to r is  and L ien t in  August.^
There i s ,  f i n a l l y ,  th e  enÿhasis on th e  in e f f e c tu a l i ty  in  th e  modem 
w orld o f  men such as  Quentin Compson and Horace Benbow who hold  to  t r a ­
d i t io n a l  v a lu e s .
On th e  o th e r hand, th e re  i s  in  a l l  of th e se  novels a  d e a r  
enqAiasis on m an's moral r e s p o n s ib i l i ty .  Sometimes i t  i s  a  v e rb a l 
emjâiasis a s  in  M id to w e r 's  r e f le c t io n  in  L igh t in  August: "Man perform s, 
engenders, so much more than  he can o r  should have to  b ear (p . 262) . "  
Even Jo e  Christm as th in k s  a t  one p o in t, " 'N o. I f  I  give in  now, I  w il l  
d ray  a l l  th e  t h i r t y  y e a rs  th a t  I  have l iv e d  to  make me what I  chose to  
be (p . 232) . ' " ^  More f re q u e n tly , however, th e  euçhasis  in h e re s  in  a 
c h a r a c te r 's  a c tio n s  o r  in  th e  t o t a l  movement o f a  s to iy .  C learly , th e  
a c tio n s  of D ilsey  in  The Sound and th e  Furv and o f Byron Bunch and Gail 
M id tow er (th o se  in  b d ia l f  o f Lena Grove, Mrs. H ines, and Joe Christmas) 
in  L ig h t ^  August a re  good a c tio n s . J u s t  as  d e a r l y  th e  a c tio n s  o f 
Gowan S tevens, Temple Drake, and N arcissa  Benbow S a r to r is  in  Sanctuary 
a re  bad . Temple Drake i s  d e a r l y  resu o n sib le  f o r  th e  death s  o f th re e
*See S a r to r is  (New York: H arcourt, Brace and Company, 1951), p . 
289; and L ig h t in  August, pp. 244, 296.
^ S a r to r is . p . 380. L ig h t ^  August, pp . 405-406. 
i t a l i c s . ,
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men.'' The read e r, th a t  i s ,  i s  le d  to  make moral judgments of the  
ch a rac te rs  in  F a u lk n e r 's  works, le d  hy th e  a u th o r 's  s a t i r e  on Gowan 
Stevens as a V irg in ia  gentleman, on Percy Grimm as a p a t r io t i c  c itiz e n , 
and on Jason Compson as  a hard-headed r e a l i s t ;  le d  ty  such c o n tra s ts  as 
th a t  between th e  fu ll-b lo o d ed  p ass io n  o f Ruby Lamar and th e  re sp e c ta b il­
i t y  of Temple Drake and N arc issa  S a r to r is ;  le d  a lso  by th e  extended 
"meanings" o f th e  works. The s to r ie s  o f Thomas Sutpen and C arothers 
McCasiin—" th a t ch ro n ic le  which was a  xdiole lan d  in  m in ia tu re , which 
m u ltip lied  and compounded was th e  e n t i r e  South"—a re  m ean in^ess unless 
th e  read er sees th e  im p lic i t—sometimes e x p l ic i t  in  "The Bear"—moral 
judgment of th e i r  re fu s a l  to  acknowledge t h e i r  Negro c h ild re n .^
The b e s t example, perhaps, i s  th e  movement o f G ail Hightower in 
L id i t  in  August towards h i s  re co g n itio n  and acknowledgment of h is  r e ­
s p o n s ib i l i ty ,  n o t only fo r  h is  d ism issa l from h is  church and f o r  h is  
w ife 's  d is illu s io n m en t and d ea th , b u t a lso  f o r  " 'poorman. Poor man­
k ind  (p . 8 7 ) ' "  E arly  in  th e  book he t r i e s  to  convince him self t h a t  h is  
peace, h is  w ithdraw al, has been bought and p a id  f o r  (pp. 271-272). Then 
he t r i e s  to  convince Byron Bunch th a t  i t  was n o t by h is  choice t h a t  he 
i s  no lo n g er a man of God (pp. 319-320), Then he re fu s e s  to  p e rju re  
h im self f o r  Joe Christm as; " ' I t ' s  n o t because I  c a n t, dont dare  to  , . . 
I t ' s  because I  wont do i t  I (p . 342) '  " But he  does go to  h e lp  Lena a t  
th e  b i r th  of her baby, and he does t r y ,  too l a t e ,  to  save Joe Christmas, 
so th a t  th a t  same n ig h t he can r e a l iz e ,  " 'a f t e r  a l l ,  th e re  must be some 
th in g s  f o r  which God cannot be accused by man and hdLd re sp o n sib le  (p .
^See Sanctuary (New York: The Modem L ib ra ry , 1932), pp. 255-266,
^Quotation from Go Down. Moses. p« 293.
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427).***
What Hightower comes to ,  •writes Michael M illg a te , i s  ”a  v is io n  
o f  human in terdependence and human s o l id a r i ty ,  a  r e a l i s a t io n  o f th e  
need f o r  lo v e  and involvement in  th e  f a t e  of o th e rs . .  .  Human 
s o l id a r i ty .  F a u lk n e r 's  v is io n  i s  once more l i k e  th e  v is io n  o f Conrad.^ 
For Faulkner, a s  f o r  Conrad, man had to  d iscover h i s  meaning, h is  
id e n t i ty ,  in  h is  re la tio n s h ip s  w ith o th e r men, re la tio n s h ip s  based on 
th e  v e r i t i e s  o f th e  human h e a r t  tdxidi a re  in  p ra c t ic e  th e  t r a d i t io n a l  
v i r tu e s  o f th e  C h ris tian  e th ic .  F au lk n e r 's  community, l ik e  Conrad’ s , 
was based on in d iv id u a l moral a c tio n . He had a s  l i t t l e  hope as  Conrad 
th a t  th e  human h e a r t  could be changed th ro u ^ i l e g i s l a t i v e ,  educational, 
o r  i n s t i tu t io n a l  re fo rm s.^
O utside th e  human community man has no meaning. As Harxy Vtil- 
bourne and C h arlo tte  R ittenm eyer d isco v e r, th e re  i s  no abso lu te  love  
o r  ab so lu te  human freedom a p a rt from th e  normal human t i e s .  Joe 
Christm as, one of th e  most a lie n a te d  ch a rac te rs  in  modem f i c t io n ,  has 
no id e n t i ty  a t  a l l .  I s o la te d  a s  he i s  from bo th  th e  White and th e  
Negro community, he has  no way, moreover, o f e s ta b lish in g  one. He has 
to  l i v e  and d ie  w ithou t knowing ih o  he i s .  Some of F au lk n e r 's  c h a ra c te rs , 
in  o th e r  words, a re  a s  is o la te d  as those  of Conrad, th o u ^  Faulkner used 
is o la t io n ,  n o t as  th e  p re - re q u is i te  to  th e  moral t e s t  o f c h a rac te r , but
V ll l ia m  Faulkner (New ïo ik ;  Grove P re s s , I n c . ,  1961), p .  50.
% t  i s  a lso , one might add, l i k e  th e  v is io n  o f th a t  o th e r impres­
s io n i s t ,  Stephen Qrane. The correspondent in  "The Open Boat" reaches 
th e  same conclusion: in  th e  fa c e  of a  h o s t i l e  o r  in d if fe re n t.u n iv e rs e , 
men must be t ru e  to  one ano ther. The dying s o ld ie r  in  A lg ie rs  suddenly 
becomes very  r e a l  to  him .
% n, 148.
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as  a necessary  s tep  in  a  c h a ra c te r 's  d iscovery  o f h is  own id e n t i ty .  In  
h i s  worics a  c h a rac te r  must become aware of h i s  is o la t io n  from h is  commun­
i t y  befo re  he can woric o u t f o r  h im self a  p e rso n a l re la tio n s h ip  to  th a t  
community.
Again, however, as  in  th e  b e s t  worics o f Conrad only a  few char­
a c te r s  su cc e ss fu lly  p ass  th e  t e s t  o f i s o la t io n ,  so in  th e  works of 
Faulkner only Bayard S a r to r is  in  "Odor o f Verbena" and Chick M allsion 
in  In tru d e r  in  th e  Dust succeed in  e s ta b lis h in g  an in d iv id u a l r e la t io n ­
sh ip  w ith  t h e i r  conmnmiiy. In  h i s  i s o la t io n  Quentin Compson commits 
s u ic id e . Ik e  McCasiin re p u d ia te s  h i s  h e r i ta g e  and withdraws from h is  
so c ie ty . Thus, th e re  a re  in  F a u lk n e r 's  b e s t  worics no easy a ffirm a tio n s  
e i th e r .  The fo rc e  of e v i l  i s  d ep ic ted  u n sparing ly  and n o t only in
and L ig h t in  August b u t a lso  in  th a t  comic m asterp iece. The 
Hamlet,  i t  i s  a m asterp iece  o f fo lk  comedy, b u t th e  corned^ i s  some­
tim es a  very  daric comedy. The Snopesian e v i l  overcomes th e  Armstids, 
th e  V arners, and, u lt im a te ly , even V, K. R a t l i f f ,  and th e re  i s  no very  
co n fid en t a ff irm a tio n  o f  th e  power of good in  t h a t  l a s t  c o n tra s t  between 
th e  impervious Flem Scopes and th e  mad Henry Armstid;.
Then he go t up, onto h is  hands and knees f i r s t  as small 
d ii ld re n  do, a i^  p idced  tp  th e  shovel and re tu rn e d  to  th e  
tre n c h . He d id  n o t ^ a n c e  up a t  th e  sun, as  a  man pausing 
in  work does to  gauge the  tim e . He came s t r a ig h t  back to  
th e  tre n c h , h u rry in g  bade to  i t  w ith  th a t  p a in fu l and la b o r­
ing slowness, th e  gaunt unshaven fa c e  which was now complete­
ly  th a t  o f a  madman. He g o t bade in to  th e  tren ch  and began 
to  d ig ,
Shopes tu rn ed  h i s  head and sp a t over th e  wagon ÿ ie e l .
He jericed th e  r e in s  s l ig h t ly .  "Come up ,"  he  sa id . '
Probably F a u lk n e r 's  v is io n  was never as  daric a s  C onrad 's. Faulkner «s-
^(New York; Random House, 1940), p . 373.
k5
phasized  always man’ s a b i l i ty  to  endure, to  b ea r , w hatever m i ^ t  come, 
and o n e 's  f e e l in g  a f t e r  read ing  The Sound and th e  Furv o r L ig h t in  
August i s  no t so much, I  th in k , d e sp a ir  a t  th e  u t t e r  f u t i l i t y  o f man's 
a c tio n s  a s  i t  i s  a f e e l in g  o f compassion f o r  what man engenders fo r  
h im se lf and then  must b e a r . S t i l l ,  in  F a u lk n e r 's  b e s t  worics th e  power 
o f e v i l  seems more v i t a l  than  th e  power of good.
The f in a l  way in  îdiich F a u lk n e r 's  v is io n  of l i f e  resem bles Con= 
r a d ' s  i s  in  h is  misogyny.^ From one p o in t o f view, o f course, th i s  
misogyny i s  a t r a d i t io n a l  one. As Mr. Compson's “d e l ic a te  equ ilib rium  
o f p e r io d ic a l f i l t h  between two moons balanced, “ woman i s  c lo se r  to  th e  
rhythms of n a tu re  than  i s  man and so c lo se r to  r e a l i t y . ^  S ie  knows in ­
s t in c t iv e ly ,  n a tu ra l ly ,  That men must le a rn  th r o n g  lo s s  o f innocence 
and a p rocess o f initiation.3 She has  That th e  F au lknerian  v o ice , in  
speaking o f th e  d i e t i t i a n  o f L ig h t in  August, c a l l s  a  "n a tu ra l fem ale 
i n f a l l i b i l i t y  f o r  th e  spontaneous comprehension o f e v i l  (p . 110)." She 
re p re se n ts  to  man, in  o th e r  words, a s  she d id  to  S t. Jerome, th e  l u s t s  
o f  th e  f le s h ,  th e  earthw ard p u l l  of th e  f l e d i  a g a in s t th e  s p i r i t  and 
so u l.
From another p o in t o f  view, however, th e  misogyny in  F a u lk n e r 's  
works appears to  be a  p e rso n a l b ia s  o f th e  au th o r. One can p e rh rp s  d is ­
count th e  misogynous views o f such c h a rac te rs  a s  Mr. Compson, G ail H i ^ -  
tow er. Doc H ines, and Joe  Christmas by re fe ren ce  n o t on ly  to  th e  t r a d i ­
^For h is  d e n ia l o f misogynous fe e l in g s , see  Nagano, pp . 68-70,
^ e  Sound and th e  Furv. p . 14?.
^See Brooks, M assachusetts Review. H I  (Summer, 1962), pp . 696- 
697; and Brooks, "F au lk n e r's  Sanctuary; Ihe Discovery o f  E v il."  Sewanee 
Review. LXXI (W inter, I 963)» p . 13,
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t io n a l  C h ris tia n  a t t i tu d e  b u t a lso  to  th e i r  p a r t ic u la r  s i tu a t io n s  and 
experiences. Y et th e se  views a re  expressed by most of F a u lk n e r 's  inale 
c h a ra c te rs  and sometimes, a s  in  the  remade about th e  "n a tu ra l fam ale in ­
f a l l i b i l i t y  f o r  th e  spontaneous comprdiension of e v i l ,"  by tiie  au tho r 
h im se lf. Then one n o tic e s  th e  fu ry , th e  f r e n ^ ,  sometimes alm ost 
h y s te r ia ,  w ith which woman and sex a re  p re s a ite d  in  th e  works. ^  He 
n o tic e s  a lso  t h a t  Faulkner d e p ic ts  a l l  k inds of sexual r e la t io n s h ip s  
and a l l  k in d s  o f m arriages except "normal," happy, workable o n es.^  He 
seemed e sp e c ia lly  contemptuous of the  young, re sp e c ta b le  m id d le -c la ss  
b itc h  (C ecily  Saunders, Temple Drake, th e  d i e t i t i a n ,  Ik e  McCasLin's 
w ife) and e sp e c ia lly  fa s c in a te d  l y  Memphis idiores and \d iord iouses. In  
w ritin g  o f  th e  l a t t e r ,  moreover, he a lm ost in v a r ia b ly  became sen tim en ta l. 
A few o f th e  more im portan t p ro s t i tu te s  w ith  h e a r ts  o f gold a re , f o r  
in s ta n ce . Miss Reba, Ruby Lamar, Bobby A llen , Nancy Mannigoe, and l a s t  
of a l l  Miss C o rrie  o f  The R eiv ers . J u s t  as lo n g  a  l i s t  could be made 
of h is  sy n p a th e tic a lly  t r e a te d  amateurs such a s  Caddy Conpson and Eula 
Vamer (Shopes). Surely  th e  contempt f o r  th e  "b itch "  and th e  sentimen­
t a l i t y  over th e  " fa l le n  woman" had th e i r  ro o ts  in  a  fundamental a t t i ­
tude  o f F a u lk n e r 's  towards women, perhaps a profound d is s a t is f a c t io n  
w ith  women and sex  a s  th ey  a re .  In  any event one must agree w ith  Roger 
A ssriineau  th a t  f o r  some reason  Faulkner was both obsessed, w ith  and r e ­
v o lted  by sex and th e  sexua l experience, th a t  th e  misogyny in  h is . works
‘•see, f o r  example. L ig h t in  August, pp . 136-137, I 6O -I65, 225-
228, 276-277, 327- 338.
^In  WjHiam F au lk n er: Hhe Yoknanatawpha Country COLeanth Brooks 
ta k es  exception  t o  t h i s  c r i t ic is m  of Fau lkner, w rit in g  th a t  a  conception 
of m ature sexual lo v e  i s  always in  th e  bad:ground o f h is  trea tm en t o f  th e  
sexual extremes (pp. 206-207). S t i l l ,  may n o t one wonder v b y  th e se  
mature re la t io n s h ip s  a re  always ra th e r  shadowy, always in  th e  background?
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i s  a t  l e a s t  p a r t i a l ly  h i s  own.^
Thusi Fau lkner’ s v is io n  o f l i f e  resem bles Conrad's to  a  remai^c- 
abLe deg ree . N e ith er v is io n  i s  lo g ic a l ly  c o n s is te n t, bu t they a re  in ­
c o n s is te n t in  th e  same ways. Both, w hile  denying th e  sup ern atu ra l bases 
o f th e  C h ris tia n  r e l ig io n ,  a ffirm  a k ind  of C h ris tian  humanism dependent 
on t r a d i t io n a l  e th ic a l  v a lu es  and a t r a d i t io n a l  view of man's depraved 
n a tu re . In  both th e  daxicness seems more pez*vasive and n»re pow erful 
than  th e  l i ^ t .  The ecçh asis  in  both v is io n s  i s  on man's f a i lu r e s  to  
reach  h i s  id e a ls  b u t th e re fo re , a lso , because man i s  m orally f r e e ,  on 
h i s  c a p a c it ie s  and a b i l i t i e s .  F in a lly , in  both v is io n s  the e sçh as is  i s  
on man ra th e r  than on man and woman, which i s  ano ther way of saying 
th a t  Faulkner and Conrad w rote moral fa b le s  r a th e r  than  r e a l i s t i c  novels 
o f  manners.
I t  should n o t be su rp r is in g , then , f o r  one to  f in d  F a u lk n e r 's  
l i s t i n g  o f Conrad as one of h is  m aste rs . I t  would be s tra n g e r , indeed, 
i f  he had n o t done so . Temperament^ally so in  tune w ith  Conrad th a t  he 
was to  r e a c t  tb  experience in  much th e  same way and tx) form vary  n ea rly  
th e  same v is io n  o f l i f e ,  Faulkner must have found Conrad e x h ila ra tin g  
read in g  when, in  1914 under th e  tu te la g e  o f P h il  Stone, he  began read ing  
him.
A second way in  which F a u lk n e r 's  temperament m anifested  i t s e l f  
a s  s im ila r  to  Conrad's was in  h is  approach to  w r i t in g . In  th e  s e l f -  
c o n lra d ic to ry  s ta te n e n ts  he made about h is  w ritin g , f o r  in s ta n c e , he
U a  Bgme des L e ttr e s  Modemas, V (W inter, 1958-59), pp. 234-
237.
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was follow ing a  weU-wom Conradian p a th . On th e  one hand both men 
played down th e  element o f consciousness in  th e i r  w ritin g . As Conrad 
made Edward G arnett re sp o n s ib le  f o r  h i s  becoming a p ro fess io n a l au thor, 
so Faulkner made Sherwood Anderson re sp o n s ib le .  ^  Both men o fte n
p
claimed n o t to  be l i t e r a r y  men a t  a l l .  Faulkner, f o r  exanmle, once 
gave th e  fo llow ing  v e rs io n  o f h i s  l i f e ;  ”I  d o n 't  know any l i t e r a r y  
people. Die people I  know a re  o th e r fa rm ers  and horse  people and 
h u n te rs , and we ta lk  about h o rse s  aikl dogs and guns and id iat to  do 
about t h i s  hay crop o r  t h i s  co tto n  crop, n o t about l i t e r a tu r e ." ^  Both 
men a lso  claim ed a t  v a rio u s  tim es n o t to  be conscious craftsm en.
According to  Faulkner, he was "n o t e n o u ^  o f a conscious craftsm an to  . . 
have ever been offended by any s ty le  o r  m ettiod."^ And he c o n s is te n tly  
claimed to  w rite  f o r  th e  r e l i e f  of h is  own psyche ra th e r  than f o r  any 
audience ( th o u ^  accord ing  to  th e  re a d e r who recommended i t s  acceptance 
The Sound and th e  Furv had b e a i r e je c te d  th i r te e n  tim es befo re  she read 
i t  fo r  Smith and Haas).5 Conrad, in  p lay in g  th e  eager p up il to  G a rn e tt 's
W ,  pp. 21 -2 2 . G w rad, "A uthor's  Note, " M  O utcast o f  th e  I § -  
Iggids. pp. ix -x ; see  a ls o  B aines, Josenh Conrad, pp. 140-143; and John 
D ozier Gordon, Joseph Conrad; p g  Making of & H e v ^ is t  (Cambridge, M ass.; 
Harvard O h iversity  P re s s , 1940). pp. 192-193»
^Conrad, Â, P e rso n a l Record, p . 108; and Gordan, Joseph Conrad, p . 
366, n . 110. Fau lkner, FU, pp . 23, 282; see  a lso  Cullen, Old Times, p .
49.
•%U, p . 65. Conqpare John F a u lk n e r 's  assessm ent o f W illiam as a  
farm er in  b ro th e r fw n  - pp . I 76- 2OI.
p . 56.
%U, p . 14. Lenore M arshall, "The Power o f Words," Saturday Re­
view . XLV (Ju ly  28, 1962) ,  p .  16. Miss M a r ^ a l l 's  statem ent i s  d is ­
puted  by James B. M eriwether in  "Notes on th e  Textual H isto ry  of Pie 
Sound S iâ  F_urr. " T j^  Papers B ib lio g ra p h ic a l Society o f Amer­
ic a .  LVI (September, 1962), p .  292.
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s te rn  m aster, w rote in  1895, "A ll w  work i s  produced unconsciously 
(so  to  speak) and I  cannot meddle to  any purpose w ith  what i s  w ith in
1n y s e lf ,  . . .  I t  i s n ' t  in  me to  ingnrove td ia t h as  go t i t s e l f  w r it te n ."
A y e a r l a t e r  he  w ro te , "But when I  want to  w r i te —when I  do consciously 
t r y  to  w r ite  o r  t r y  to  co n stru ct then my ignorance h as  f u l l  p lay  and
th e  q u a li ty  o f sy  m ise rab le  and ben igh ted  in te l l ig e n c e  i s  d isc lo sed  to
2
th e  scandalized  gaze o f  ny l i t e r a r y  f a th e r ."  I t  i s  no wonder then
t h a t  y e a rs  l a t e r  G arn e tt w rote o f  C onrad 's methcxis o f w ritin g ;
Conrad worked by in tu i t i o n  a f t e r  a p re lim in ary  m ed ita tio n , 
j u s t  as h i s  c r i t ic is m  of o th e r m en's work was i n tu i t i v e  and 
n o t th e  f r u i t  of considered th e o ry . He was, o f course , 
always in te re s te d  in  l i t e r a r y  technique and good craftsm an­
sh ip , such as  F la u b e r t 's  and M aupassant's—he s a id . May 1898, 
o f th e  l a t t e r '  3 Bd.-Ami. " it*  s sinçüy enchanting to  see  how 
i t ' s  done". But he  never th eo rized  about i t  and many y ears  
l a t e r  on ask ing  me ih y  I  had never w r it te n  on th e  a r t  of 
f i c t io n  and re c e iv in g  my rep ly  th a t  tire su b je c t was too  
d i f f i c u l t  f o r  ny b ra in s ,  he d e d a r e d  th a t  i t  was a lso  too 
d i f f i c u l t  f o r  h i s ,  and th a t  h e  had never fo rm ulated  any 
r u le s  f o r  h is  own p ra c t ic e .  H is method of n a r r a t iv e ,  in  
th e  f i r s t  pe rso n , t h r o u ^  the  mouth o f  Marlow, was f i r s t  
mn^cyed in  Youth: i t  came n a tu ra l  to  him, i t  saved 
tro u b le , and f in d in g  i t  answer bo th  th e re  and in  H eart ^
Darkness he  e lab o ra te d  i t  fu r th e r  in  Lord Jim .  3
Qtt th e  o th e r  hand, in  d i f f e r e n t  moods o r when i t  s u ite d  th e i r  
purposes o therw ise , b o th  men could claim  to  be very  conscious, indeed, 
o f Tdiat they  were d o ing . Both men claim ed—u n tru th fu lly —n o t to  read  
th e  c r i t i c s  o f t h e i r  works, Faulkner going so f a r  a s  to  say a t  one tim e, 
" I  d o n 't  know t h a t  I  ever l is te n e d  to  one, ever read  o n e ."^  Ch another
^Conrad to  G arn e tt, 24- September 1895» L e t te r s  from  Conrad, p . 15.
^Conrad to  G arn e tt, 14> August I896, Ib id . .  p . 4-6. See a lso  Con­
ra d  to  R ichard C urie , 14- Ju ly  1923» Ml* H ,  P» 317*
3"in troducb iôn , " L e tte rs  from Conrad, pp. xxbc-xzx. 
p .  13.  Gordan, Joseph Conrad, p . 270.
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occasion  he sa id  o f  h is  woric, "In  ny own case , I  know, I  have a lready  
decided about th e  va lue  o f  ny work. There’ s no th ing  anybody can t e l l  
me I  don’ t  know about i t ,  and th e  c r i t i c ,  nor I  e i th e r ,  can improve i t  
any by th a t  tim e, .  .  % a t th e se  sta tem en ts  a re  g re a tly  exaggerated 
i s  dem onstrated by h e  wrote Malcolm Cowl^ a f t e r  having read  th e  
l a t t e r ’ s  " In tro d u c tio n "  to  The P o rtab le  FgjdJgiOT: " ’Ey God, I  d idn’t  
know myself what I  had t r i e d  to  do , .  ,  The p o in t h e re  i s ,  ih o u ^ ,
th a t  a t  tim es bo th  Conrad and Faulkner could emphasize t h e i r  a r t i s t i c  
s e lf - s u f f ic ie n c y .
In  th e  same k inds o f moods they could a lso  deny alm ost pa lpab le  
in f lu e n c e s . In  1918, f o r  example, Conrad denied  th a t  he had read  any of 
F la u b e r t’ s works b e fo re  h e  wrote Almaver’ s F o llv  (1895), t h o u ^ ,  as a  
m atte r o f f a c t ,  one o f h i s  own e a r ly  l e t t e r s  proves th a t  he had re -read  
Madame Bovary as  e a r ly  as  1892.3 In th e  same way Faulkner a l l  but 
d a iie d  th e  in flu en c e  o f Joyce on him .^ Furtherm ore, when i t  su ited
% ,  p ,  60,
^Quoted in  P h i l ip  Young, "The Assumptions of L i te r a tu r e ,  " College 
E ng lish . XXIV (February, 1963), p# 353* Faulkner had alreacbr w ritte n  th e  
same k ind o f sta tem en t in  1941 to  Warren Bede idxo had w r i t t« i  th re e  good 
a r t i c l e s  on him t h a t  y e a r ;  "On Ju ly  6 , 1941 F au lkner, having read  th e  
a r t i c l e s ,  g rac io u sly  w rote  me from Oxford to  say, ’I  agree w ith  them, »
He added, i n t e r e s t i n g ,  what o th e r f i c t i o n i s t s  no doubt could corrobo­
r a t e  in  p r in c ip le  a s  to  t h e i r  own work; ’You found im p lic a tio n s  which I  
had m issed, I  w ish th a t  I  had consciously  in tended  thorn; I  w i l l  cer­
t a in ly  b e liev e  I  d id  i t  subconsciously  and no t by acc id en t,* "  "Faulkner; 
A P reface  and a  L e t te r ,"  Y ale Review. L U  (Autumn, 1962), p .  159,
^Conrad to  Hugh W alpole, 7 June 1918, I ^ ,  I I ,  206, Conrad to  
M arguerite Poradowdca, 6 A p ril 1892, L e tte r s  ^  Joseph Conrad to  M@g- 
m ie r ite  Poradowdca. 1890-1920, tran s#  and ed, John A, Gee and Paul 3 . 
Sturm (New Haven, Conn,; Y ale U n iv ers ity  P ress , 1940), p , 44,
\agano_. pp . 44-45, 203.
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t h e i r  purposes, both  w r i te r s  could d isc u ss  th e i r  methods as th o u ^ i 
every th ing  they  d id  were e n t i r e ly  conscious. Faulkner genera lly  de­
fended The VB.ld from  some such standpo in t,^  Conrad, lik e w ise ,
defended h is  methods in  an eloquent l e t t e r  to  h i s  p u b lish e r, VBlliam 
Blackwood, d a ted  May 31, 1902. Three y ears  e a r l i e r ,  in  h ap p ie r tim es, 
he had confessed to  Blackwood apropos o f Lord Jim . "I*ve c e r ta in ly  an 
id e a —a p a r t from th e  id e a  and th e  su b je c t of th e  s to ry —^ whidi guides 
me in  my w rit in g , bu t I  would be hard  p u t to  i t  i f  requested  to  g ive i t  
o u t in  th e  shape of a  f ix e d  fo rm u la ."^  In  1902, however, having been 
re fu sed  a  lo an  of ^350 by Bladcwood, who had to ld  him among o th e r  th in g s  
th a t  he was a lo s s  to  th e  firm , Conrad f d . t  i t  n ecessary  to  j u s t i f y  him­
s e l f  as  an a u th o r . The s to ry  in  question  i s  "The Ehd o f th e  T eth er."
I  knew ex ac tly  w hat I  am doing . Mr. George Bladcwood’ s 
in c id e n ta l  remark in  h is  l a s t  l e t t e r  th a t  th e  s to ry  i s  n o t 
f a i r l y  begun y e t  i s  in  a  measure c o rre c t b u t, on a  la rg e  
view, b e s id e  th e  p o in t .  F o r, th e  w ritin g  i s  as good a s  I  
can make i t  ( f i r s t  d u ty ) , and in  th e  l i g h t  o f th e  f i n a l  
in c id e n t, th e  whole s to ry  in  a l l  i t s  d e sc r ip tiv e  d e t a i l  sh g ll  
f a l l  in to  i t s  p lace—acq u ire  i t s  va lue  and i t s  s ig n if ic a n c e .
This i s  ny method based on d e l ib e ra te  conv ic tion . I 'v e  never 
departed  from i t .  I  c a l l  your own k ind s e l f  to  w itn ess  and 
I  beg to  in s ta n ce  K arain—Lord Jim  (vhere th e  method i s  
f u l l y  developed)—th e  l a s t  pages o f H eart of Daricness where 
th e  in te rv iew  of th e  man and th e  g i r l  locks in —as i t  were— 
th e  :Aiole 30000 words of n a r ra t iv e  d e sc rip tio n  in to  one sug­
g e s tiv e  view of a  whole phase of l i f e ,  and makes o f th a t  
s to ry  something q u ite  on ano ther p lane  than an anecdote o f 
a man who went mad in  th e  Centre o f A frica . . . .
I  am n o t w ritin g  " in  th e  a i r " .  I t  i s  n o t th e  haphazard 
business o f a  mere tenperam ent. There i s  in  i t  a s  much 
in t e l l i g e n t  a c tio n  guided by a  d e l ib e ra te  view of th e
W , pp. 171-1824-.
^Conrad to  Blackwood, 22 August 1899, L e tte r s  to  W illiam Black­
wood and David S. Meldrum. ed . W illiam  Blackburn (Durham, N. C ar. s 
Duke U n iv e rs ity  P ress , 1958), p . 62»-.
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e f f e c t  to  be a tta in e d  as in  any business e n te rp rise ,^
The same k ind  o f dichotomy between th e  conscious and th e  uncon­
sc ious seans to  have e x is te d  in  th e  a r t i s t i c  p ra c t ic e  of th e  two 
a u th o rs . On th e  one hand n e i th e r  o f th e  two seems g en era lly  to  have 
planned a p iece  befo re  beginning th e  w ritin g  o f i t , ^  As a r e s u l t ,  both 
men experienced th e  anguish o f having supposed sh o rt s to r ie s  tu rn  in to  
m ajor n o v d .s . The b e s t  examples a re , f o r  Conrad, Lord Jim , and, f o r  
F au lkner, The Sound and th e  Furv . C onrad's agonizing s tru g g le  wiidi 
Lord Jim i s  w e ll known. O rig in a lly  e n t i t l e d  "Jim : A Scetdx," i t  was 
begun in  May, 1898, as  a  s to ry  o f tw enty to  tw en ty -fiv e  thousand words. 3 
In  l a t e  August, 1899» Conrad w rote th a t  fo r ty  to  fo rty -tw o  thousand words 
would be th e  whole o f i t ,  and so Blackwood began s e ra liz in g  i t  in  O ctober, 
1899.^ T h e rea fte r f o r  month a f t e r  weary month Conrad wrote a t  i t ,  a l ­
ways, he promised, about to  f i n i s h .  He f in a l ly  f in ish e d  th e  w ritin g  on 
Ju ly  14, 1900.5 Much th e  same th in g  happened w ith  Faulkner in  the
^Conrad to  Bladcwood, 22 August 1899» L e tte rs  to  Blackwood, pp.
,154- 155.
pp . 48-49» 194.  J e s s ie  Conrad, Joseph Conrad a s  Knew Him 
(Garden C ity , N. Ï . ;  DouKLeday, Page & Company» 1926) » p . I Ï I ;  Ford 
Madox Ford, Joseph Goppad: ^  P ersonal Remembrance (London: Duckworth &
Co., 1924), p . 173. At l e a s t  fo u r  o f C onrad 's novels were m v isio n ed  
o r ig in a l ly  as sh o rt s t o r i e s :  ^  O utcast o f I s la n d s . The Migger g f  th e  
H arc issu s» Lord Jim , Rover; see Conrad to  Poradow ^a, 18 August 1694, 
L e t te r s  to  Poradowaka. pp . 76-77; Conrad to  G arnett, 25 October I896, 
Saturday, May, I898, and Jim e, 1899» L e t te r s  from Conrad, pp . 52, I 30,
151; l i»  n ,  p . 167.
3conrad to  David Meldrum, 4 June 1898, L e t te r s  to  Bladcwood. p . 22 .
^Conrad to  Meldrum, 22 August 1899, I b id . .  p . 63; 11 ,^ I ,  p . 167.
^Meldrum to  Bladcwood, 14 Ju ly  I 9OO, L e t te r s  to  Blackwood, p .
104.
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w ritin g  of TJiâ Sound a a â  Fuxy»^  Begun, to o , as  a sh o rt s to ry , t h i s  
novel was th e  one f o r  ^ i c h  Faulkner f e l t  " a  ten d ern ess  f o r  th e  one 
which caused me th e  most anguish . , .  in  th e  in tro d u c tio n  to  The 
Modem L ib rary  E d itio n  o f Sanctuary, he p u t i t ,  " I  had ju s t  w rit te n  ny 
g u ts  in to  Sound and th e  Furv . . .  ."3
One reason  f o r  th e  anguish of both w r i te r s  was th e i r  method of 
w orking. Conrad w rote Graham th a t  he always began w ith  d e f in i te  images 
ra th e r  than  an a b s t r a c t  n o tio n  and Blackwood t h a t  he always thoueh t out 
th e  end of a s to ry  b e fo re  he began i t« ^  But h e  to ld  R. L . Megroz,
"•You w i l l  d isco v e r, i f  you read  ry books, how I  am w ritin g  towards 
some f ix e d  event o r  scene I  can see, b u t I  do n o t know how I  sh a ll  ever 
g e t t h e r e . D i e  t r u th  o f th e  l a t t e r  p a r t  o f t h i s  statem ent was demon­
s t r a te d  conclusive ly  by John D. Gordan in  h i s  very  f in e  study of th e  
m anuscrip ts and ty p e s c r ip ts  o f Conrad* s works t h r o u ^  Lord Jim . Gor­
dan‘ s  th e s i s  in  h i s  fo u r th  ch ap te r i s  th a t  Conrad
u su a lly  s ta r te d  w ith  a  s tro n g  i# r e s s io n  o f  a  ch a rac te r and 
s i tu a t io n  and only  a  g en era l conception of th e  even ts to  be 
connected w ith  them. The d e ta i ls  of th e  s to ry  depended 
upon th e  in s p ir a t io n  o f th e  moment. .  .  . Sometimes he 
began w ritin g  w ithou t a  d e f in i te  id e a  o f  th e  most i n ^ r -  
t a n t  events.®
Having dem onstrated th e  t r u th  o f  th is  th e s i s  ihrough a  d e ta i le d  study
^See FÜ, pp . 31- 32.
%_agano. p . 103.
3p, v i .
^Conrad to  Graham, 8 February 1899, 1^ , I ,  p .  268; Conrad to  
Bladcwood, 20 February  1900, L e tte rs  to  EQ.adcwood. p .  8? .
^Quoted in  Gordan, Joseph Conrad, p . I03 ,
5^
of th e  m anuscrip ts and -typescrip ts, Gordan then  concludes:
The study of Conrad's h a b its  of com position su b s ta n tia te s  
h is  claim  th a t  he w rote f i r s t  and th e o riz ed  l a t e r .  . . .
The can ce la tio n s , new a ttem p ts, economies, incoherence, 
and sudden (Ganges o f those  blackened pages ai'e evidence 
o f h i s  p e rp le o d tie s . He f e l t  h i s  way tow ards th e  p lo t  
o f h is  s to r ie s  and towards th e  b e s t p re s e n ta tio n  o f h is  
m a te r ia l .1
In  one may c re d i t  F a u lk n e r 's  d iscu ss io n s  o f i t ,  h is  method of
working was amazingly s im ila r  to  C onrad 's, He d esc rib ed  i t  to  Qynthia
G renier a s  fo llow s:
T here 's  always a  moment in  eoqperience—a th o u g h t--an  in c i -  
d e n t - - th a t 's  th e re . Then a l l  I  do i s  woric up to  th a t  
moment. I  f ig u re  what must have happened b e fo re  to  le ad  
people to  th a t  p a r t ic u la r  moment, and I  work away from  i t ,  
f in d in g  o u t how peop le  a c t  a f te r  th a t  moment. 2
He, too , began w ith  images ra th e r  than id e as—th e  image, f o r  esauçle c f
Caddy's muddy drawers in  th e  t r e e  d ie had clim bed. Then he worked ou t
th e  d e ta i l s  a s  he w ro te . The process i s  d esc rib ed  more co n cre te ly  in
th e  fo llow ing  classroom  exchsnge.
Q. In  another c la s s  you s ta te d  th a t  you seldom have th e  
p lo t  o f your novels woriced o u t befo re  you beg in  to  w r ite , 
b u t th a t  they  simply develop from a c h a ra c te r  o r  an in c id e n t.
I  was wondering i f  you remember what c h a ra c te r  o r id ia t in ­
c id en t caused you to  w r ite  Absalom. Absalom!?
A. Sutpen.
Q. You thought o f  th a t  d ia ra c te r  and -then—
A. Yes, th e  id e a  o f a  man vho wanted sons and go t sons -dho 
destroyed  him. The o th w  ch arac te rs  I  had to  g e t o u t o f th e  
a t t i c  to  t e l l  th e  s to ry  o f Sutpen. 3
F in a lly , sev e ra l c r i t i c s  have dem onstrated th a t  each man a rriv ed  
a t  h is  c h a ra c te r is t ic  techn iques th r o u ^  tem peram ental n e c e s s ity . The
1 Quoted in Gordan, Joseph Conrad, p. 173.
2"The A rt o f F ic t io n :  An In terv iew  w ith  W illiam  Faulkner— 
September, 1955." Accent. XVI (Summer, 1956), p . 171.
%U. p . 73.
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relationship of temperament to method» sty le , and technique is  argued 
persuasively ty Guerard:
The o ld  r a t i o n a l i s t  conceptions o f th e  c re a tiv e  process 
d ie  h a rd . Among them i s  th e  assumption th a t  a beginning 
n o v e lis t  i s  always f r e e  to  choose h i s  f i c t io n a l  w orld: f r e e  
to  draw a t  w i l l  upon any p a r t  of h is  p e rso n al experience, 
and f r e e  to  s e le c t  (from th e  examples of th e  m asters) th e  
p a r t i c u la r  n o v e l i s t ic  techn ique th a t  w iU  b e s t dram atize 
h is  m a te r ia l .  The m isconception i s  much l e s s  common than 
i t  was tw enty y e a rs  ago, b u t i t  i s  p re se n t whenever a  r e ­
view er complains t h a t  a  n o v e lis t  p e rv e rse ly  re fu ses  to  w r ite  
th e  n o v e ls  he " o u ^ t  to  w r i t e .” No doubt i t  would be 
p le a sa n t to  d ispose  thus e a s i ly  of what reason  proposes, 
and so w r ite  a t  once and w ithou t fumbling th e  novels one 
o u ^ t ,  lo g ic a l ly ,  to  w r ite . But th e  r e la t io n s h ip  o f tem­
perament to  experience and method i s  e n t i r e ly  too in t r i c a te  
to  p e rm it t h i s  veoty o f te n . From th e  la rg e  o r  small a rea  
o f each m an's experience and rev e iy  th e re  a re  c e r ta in  
m a te r ia ls  which seem to  be r ic h ly  u sab le  in  f i c t io n ,  con­
g e n ia l to  h is  temperament and ta le n t ;  and o th e rs  which 
o u ^ t  to  be b u t a re  n o t .  And t h i s  i s  as t ru e  o f ted m iq u e .
The beginning n o v e l is t  may admire th e  methods o f  say 
F la u b e rt o r Sierwood Anderson, y e t  be unable to  use them; 
o r ,  however much he admire Kafka o r Finnegans Wake, be 
co n stra in ed  to  w r ite  t r a d i t io n a l  r e a l i s t i c  f i c t io n  to  th e  
end o f h i s  days. Only by t r i a l  and e rro r  (and occasionally  
a ided  by c r it ic is m )  can th e  n o v e lis t  d isco v er th e  p a r tic u ­
l a r  com bination o f m a te r ia l and method th a t  w i l l  energize 
h is  im agination  and re le a s e  h is  t r u e  " v o ic e .” For th a t  
v o ice—w hich, i f  he i s  a  good w r ite r ,  i s  n o t q u ite  l ik e  
anyone e l s e ' s ~ i s  th e  expression  of a c re a tiv e  temperament 
and p o ss ib ly  b u ried  s e l f ,  m an ifesting  i t s e l f  in  " the  shape 
and r in g  o f sen ten ces ."  In  t h i s  sense s ty le  i s  indeed th e  
man, though seldom th e . man th a t  w ife , f r ie n d s ,  and biographer 
observe and know.1
Guerard then  proceeds to  show th a t  Conrad, f o r  some reason , 
"had no t a l e n t  a t  a l l  f o r  th e  immediate dram atic trea tm en t o f a  v io ­
le n t  scene. ”2 He "wrote most im pressively  Tdien he allowed 
i ro n ic  o r  re tro s p e c tiv e  d is ta n ce  and ex p lo ited  h i s  tençeram ental 
evasiveness; vdim he adopted an a u s te re  m ed ita tiv e  s ta n c e ."3 E a r l ie r
^CIN. pp . 6O-61.
^ b i d . .  p . 96. 
^ b i d . .  p . 87.
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Edward Crankshaw had shown th a t  th o u ^  h is  id e a l was the  F la u b e rtia n  
o b je c tiv e  .au th o r, Conrad found i t  im possible to  ren d er from th e  in s id e  
c h a ra c te rs  " a l ie n  to  h im s e lf ." ' He had tu rned , th e re fo re , o u t o f 
n e c e s s i ty  to  th e  f i r s t - p e r s o n  n a z ra to r  \Aio could comment f o r  him w ith ­
ou t destro y in g  h i s  id e a l  o f o b je c t iv i ty ,^  Not s u rp r is in g ly , what 
th e se  c r i t i c s  have d iscovered  to  be tru e  of Conrad i s  t ru e  a lso  of 
F au lkner, T h e o re tic a lly  Faulkner h e ld , l i k e  Conrad, to  th e  id e a l  of 
im personal a r t ,  a s  h is  in te rv iew s  re v e a l,^  But n e i th e r  was he ab le  to  
use  th e  F la u b e rtia n  method w ith  success, as  h i s  f i r s t  two n o v ^ s  demon­
s t r a t e ,  He, to o , needed "a  nam eless n a r ra to r  f r e e  to  m ed ita te  on th e  
a c t io n ," ^  Moreover, he w rote b e s t  when M  allowed h im self e i th e r  r e t r o ­
sp e c tiv e  o r te c h n ic a l d is ta n c e . Thus, in  The Sound and th e  Furv he pu t 
between h im self and Caddy—whom he always claimed to  be th e  c en te r  of 
th e  uovdL—both tim e and th e  consciousnesses o f ih e  th re e  b ro th e rs ,^
No b e t t e r  example than t h i s  could be adduced, perhaps, o f a p o in t Graham 
Greene once made, th a t  " technique i s  more than anything e ls e  a  means of 
evading th e  p e rso n a lly  im possib le , o f d isg u is in g  a  d e fic ien cy  , , ,  ,"^
J^oseph Conrad: some a sp e c ts  of th e  a r t  of th e  novel (London:
The Bodley Head, 1 p .  85,
% b id . . pp. 67-3 6 ,
^S te in , WF:H I .  p .  6? ; Madeleine Chapsal, "A Lion in  th e  Garden," 
The R eporter. X III (November 3, 1955) t p , 40,
^Guerard, CTN. p , 6I ,
^See FÜ, pp, 2, 6 , Jean  Paul S a r tre  in  "Time in  F aulkner: The 
Sound and th e  F u rv ." WF; I I I .  pp, 227-228, p o in ts  o u t th a t  in  S a r to r is  
and The Sound and th e  Furv Faulkner p re sen ts  every th ing , even th e  p re ­
s e n t, a s  p a s t .  For o th e r  d iscu ss io n s  of Faulkner’ s  need o f d is ta n c e , see 
Waggoner, W i l l i ^  F au lk n er, p .  27; and Irv in g  Howe, W illiam  Faulkner ; A 
C r i t i c a l  Study (New Yoiic: Random House, 1951)» pp . 53-5<S, I 65.
6"The Dark Backward: A F o o tn o te ,"  The London Mercury. AX.XII (Octo­
b e r , 1935) .  p . 562,
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C e rta in ly , one must agree then  th a t  th e  a r t i s t i c  methods of 
Conrad and Faulkner re v e a l th e  heavy ro le  of th e  unconscious, o f  tenqper- 
ament, in  t h e i r  development and u se . On the o ther hand, th e re  i s  a 
g re a t d e a l of evidence to  prove th a t  both  men were conscious a r t i s t i c  
c raftsm en . Gordan, f o r  in s ta n c e , concluded a f t e r  h i s  study of Conrad's 
e a r ly  d r a f t s  t h a t  he was a  p e r f e c t io n is t  who sc ru tin iz e d  every word,^ 
R ichard C urie, one o f C onrad's c lo se  fr ien d s  and an e a r ly  c o lle c to r  of 
Conradiana, in  commenting on th e  e x ten t o f th e  l a t t e r ' s  re v is io n s  r e ­
p o rted  t h a t  some ôf h i s  work was " e x ta n t in  a t  l e a s t  s ix  d i f f e r e n t  
s ta te s —th e  m anuscrip t, th e  co rre c ted  ty p e sc r ip t , th e  s e r ia l  form , th e  
American bo<* form, th e  E nglish  book form , and th e  c o lle c te d  e d itio n  
book fo rm ."^  Perhaps one o f Ford Madox F o rd 's  im p re ss io n is tic  anecdotes 
suggests  most v iv id ly  C onrad 's commitment to h is  c r a f t .
But th e  occupation  o f w ritin g  to  such a n a tu re  as  Conrad's 
i s  t e r r i b l y  eng rossing . To be suddenly d is tu rb e d  i s  a p t 
to  cause a  second 's  r e a l  madness. . . .  We were once going 
tp  to  Town in  o rd er to  ta k e  some p ro o fs  t o  a p u b lish e r , and 
half-w ay between Sandling and Charing Cross Conrad remem­
bered some phrase  th a t  he had fo rg o tte n  t o  a tte n d  to  in  th e  
p ro o fs . He t r i e d  to  c o rre c t them w ith  a p e n c il ,  b u t th e  
t r a in  jo l t e d  so badly th a t  w r it in g , s i t t in g  on a  s e a t  was 
im possib le . Conrad go t down on th e  f lo o r  of th e  ca rria g e  
and ly in g  on h is  stomach went on w ritin g . N a tu ra lly  tdien 
th e  one p h rase  was co rrec ted  tweniy o ther n e c e s s i t ie s  fo r  
c o rre c tio n  studc o u t o f th e  page. We were a lone  in  th e  
c a r r ia g e . The t r a in  passed  Paddodc Wood, passed O rpington, 
rushed through th e  suburbs. The w r i te r  s a id : "W e're g e t­
t in g  in to  Town!" Conrad never.moved except to  w r i te .  Ihe 
h o u se-ro o fs  o f  London id iir le d  in  perspec tive  round u s; the  
shadow of Cannon S tr e e t  s ta t io n  was over u s . Conrad w ro te .
The f i n a l  shadow o f Charing Cross was over u s . I t  must have 
been very  d i f f i c u l t  to  see down th e re .  He never moved. . .  .
J o s e p h  Conrad, pp. 110-112.
^The L as t Twelve Years o f  Joseph Conrad (Garden C ily , N. Y. : 
Doubleday, Doran & C-ospany, I n c . ,  1928), p . 75.
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M ildly  shocked a t  th e  idlea th a t  a  p o r te r  m i^ it  open th e  
c a rr ia g e  door and th ink  u s  p e c u lia r  th e  w r i te r  touched Con­
ra d  on th e  shoulder and s a id : "W e're th e re !"  Conrad's face  
was most ex trao rd in ary —suffused  and madly v ic io u s . He 
sprang to  h i s  f e e t  and s t r a i ^ t  a t  the  w r i t e r 's  th r o a t .  . . .1
S im ila rly . F a u lk n e r 's  conscious a r t i s t i c  in te g r i ty  i s  revealed  
even in  some o f h is  more f l ip p a n t  s ta tm e n ts .  % e  n o to rio u s  in t r o ­
du c tio n  to  The Modem L ib rary  e d itio n  of Sanfttnary i s  one case in  p o in t .
What i s  remembered from i t  i s  u su a lly  the  s ta tem en t, "To me i t  i s  a
cheap id e a , because i t  was d d - ib e ra te ly  conceived to  make money.
What i s  many tim es overlooked i s  th e  l a s t  paragraph:
I  th in k  I  had fo rg o tte n  about Sanmtiiarv. j u s t  as you 
m ight fo rg e t  about anyth ing  made f o r  an immediate purpose, 
which d id  n o t come o f f ,  ^^2 i  hSL  QytPg was puKLidied and 
I  d i d n 't  ronaaber th e  mss. o f  Sanctuary u n t i l  Smith sen t 
me th e  g a lle y s . Then I  saw th a t  i t  was so t e r r i b l e  th a t  
th e re  were b u t two th in g s  to  dot te a r  i t  up o r  re w rite  i t .
I  t h o u ^ t  again , " I t  might s e l l ;  maybe 10,000 of them w il l  
b iy  i t . "  So I  to r e  th e  g a lle y s  down and rew ro te  th e  bode.
I t  had been a lread y  s e t  up once, so I  had to  pay f o r  th e  
p r iv i le g e  o f re w ritin g  i t ,  txy ing  to  make ou t o f i t  some­
th in g  whida would n o t shame S f i  Sound and th e  Furv and ^
I  Lay Dying too mudd and I  made a  f a i r  jo b . , ,
At th e  IM iv ers ity  o f V irg in ia  Faulkner explained th a t  in  o rd er to  get
th e  $270,00 ( in  1930) i t  co st him to  pay f o r  h i s  h a l f  o f th e  new p la te s ,
he  todc a job  p assing  c o a l, and in  th e  same conversa tion  he repeated
th re e  tim es th e  s ta tem en t, " I  rew rote i t  and d id  th e  b e s t  I  could w ilh
IIi t ,  " Furtherm ore, th o u ^  h i s  m anuscrip ts and ty p e s c r ip ts  a re  n o t y e t 
g e n e ra lly  a v a ila b le  f o r  stu^y , th e  l i t t l e  t h a t  has been done w ith  them
^Joseph Conrad, pp , 156-157. F o rd 's  a l l ip s e s ,
2 p ,  V ,
% p, v i i - v i i i ,
^FD. p . 91.  See a lso  Warren Bede, Y ale Review. L II (Autumn,
1962) ,  pp . 157- 160,
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in d ic a te s  t h a t  he  was ju s t  a s  co n stan t and m eticu lous a r e v is e r  a s  Con­
rad .^  Indeed, a s  James B. Meriwether has  p o in ted  o u t, l i k e  Conrad, he 
continued to  re v is e  ev e i a f te r  h is  works had been pub lished .^  F in a lly , 
h i s  knowing d iscu ss io n s  of h i s  work w ith  th e  s tu d en ts  a t  V irg in ia  d i s ­
c re d i t  h i s  r o le  o f n a iv e  genius. H is answer in  th e  fo llow ing  exchange, 
though u n l i te r a r y ,  re v e a ls  a profound understanding o f th e  techniques he 
used in  h is  w orks.
Q. This i s  a question about L ig h t in  August.  Could 
you t ^  me your purpose in  p lac ing  th e  ch ap te r about High­
to w e r 's  e a r ly  l i f e  in  th e  end of th e  novel, t h a t  i s ,  ra th e r  
than v tien  H i^ to w e r f i r s t  appears?
A. I t  may be t h i s .  Ih iless a book fo llo w s a simple 
d i r e c t  l i n e  such as a s to iy  of adventure, i t  becomes a 
s e r ie s  of p ie c e s . I t ' s  a good deal l i k e  d re ss in g  a show­
case window. I t  tak es  a  c e r ta in  amount o f  judgment and 
t a s t e  to  arrange th e  d if f e r e n t  p ie ce s  in  th e  most e f fe c t iv e  
p lace  in  ju x ta p o s itio n  to  one an o th er. That was th e  reason .
I t  seaned to  me t h a t  was th e  most e f fe c t iv e  p la ce  to  p u t 
th a t ,  to  u n d e rlin e  th e  tragedy  of C hris tm as's  s to ry  by the  
tragedy  o f  h i s  a n t i th e s is  « . .  .3
In  o th e r  words, th o u ^  tenperam ent assu red ly  p layed  a  heavy ro le  
in  th e  determ ina tion  o f the  m a te r ia ls , methods, s ty le s ,  and techniques 
o f Conrad and Faulkner, th e i r  conscious craftsm ansh ip  shaped th o se  tem­
peram entally  congenial elem ents in to  a r t i s t i c  form . The po in t i s  given 
i t s  proper p e rsp ec tiv e  in  Crankshaw's d iscu ss io n  of Conrad's c a lc u la tio n
^See L in to n  Massey, "Notes on th e  U nrevised G alley o f F a u lk n e r 's  
Sanctuary. " S tu d ies  in  B iblioeranhy. V U I (1956), pp. 195-208; and 
George Palmer G a rre tt ,  "Some R evisions in  ^  1 ^  Bving."  Modem
Language N otes. LXXIII (June 1958), pp. 4 lW H ? .
^"The L i te r a ry  Career o f W illiam F au lkner: Catalogue of an Exhi­
b i t io n  in  th e  P rince ton  U niversity  L ib rary , " P rin ce to n  U n iv ers ity  L i­
b ra ry  C hronicle . XXI (Spring, 19&)), p . 117. E v iden tly  some a u th o r 's  
r e v is io n s  a re  in co rpo ra ted  in to  th e  19&1 Vintage paperback e d itio n  of 
The Town: see d e a n th  Brooks, w illiam  Faulkner, p .  412.
%U, p .  45.
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of h is  e f fe c t ;
I  do n o t suggest th a t  he s a t  down in  what i s  known a s  cold 
blood to  c a lc u la te  h e a r t le s s ly  and w ith m eticu lous p re c is io n  
th e  exac t t r i c k  he would enÿLoy a t  th i s  o r  t h a t  ju n c tu re  to  
sweep th e  re a d e r o f f  h is  f e e t  in  th e  req u ired  d ire c t io n ,  l ik e  
a w oodcutter f e l l i n g  a  t r e e .  On th e  co n tra ry , he seems to  
have woriced in  a  s t a t e  o f so a i-b lin d n ess , c a lc u la tin g  a s  th e  
need arose, c ro ssin g  h is  b rid g es  as thqy came, l iv in g ,  so to  
speak, from hand to  mouth. C alcu la tion  none th e  l e s s  . .  .
This element o f c a lc u la tio n  was th e  a rea , u ltim a te ly , in  idiich Faulkner 
lea rn ed  most from h is  m aster Conrad, That i s ,  td ii la  F a u lk n e r 's  tempera­
ment helped to  determ ine h is  methods, i t  a lso  helped  to  determ ine th e  
l i t e r a r y  in flu en ces  on him. Ifadoubtedly, th e re fo re , Liough he used 
such techniques as th e  n a r ra to r  and th e  t im e -s h if t  because they were 
tençeram en ta lly  congen ia l, he used th@n also  because he had found them 
in  Conrad who was a lso  tem peram entally congenial— so mudi so th a t  h is  
v is io n  o f l i f e  and h is  approach to  w ritin g  p r a c t ic a l ly  d u p lic a te  
C onrad 's.
Rie temperam ental lik e n e sse s  between th e  two men h e lp  to  exp lain , 
th en , th e  why o f Conrad* s in flu en ce  on F aulkner. The techn iques, tiie  
elem ent o f  c a lc u la tio n , a re  what he le a rn e d . I t  i s  t h i s  w hat, th e  
in ç r e s s io n is t ic  techn iques of Conrad and Faulkner, which w i l l  be th e  
concern o f  th e  d ia p te rs  to  fo llo w .
koseph Conrad, p. 10.
ŒIAPTER H
There i s  no s a t i s f a c to r y  s in g le  d e f in i t io n  o f th e  term  imnrAA- 
sionism  as i t  i s  used today in  l i t e r a r y  c r i t ic is m . The term  i t s e l f  
comes, o f cou rse , from  th e  h is to ry  o f p a in tin g . I t  was f i r s t  used of 
th e  group o f French p a in te r s —among them Claude Monet, Camille P is s a r ro , 
Paul Cezanne, Edgar Degas, B erthe M orisot, Auguste R enoir, and A lfred  
S is le y —lA ich in  1874- d e fie d  th e  o f f i c i a l  Salon in  P a r is  and organized 
i t s  own independent e x h ib it io n . Dubbed im p re ss io n is ts  in  d e r is io n , th e  
group accepted th e  term  as a  k ind o f r a l ly in g  c iy  in  i t s  f i g h t  a g a in s t 
th e  entrenched academ icians o f the  Ecole des Beaux-Arts. This f i ^ t  
l a s t e d  th e  r e s t  of th e  c en tu ry . When upon h i s  d ea th  in  1893 Gustave 
C a ille b o tte  l e f t  h is  c o lle c tio n  of i ï ç r e s s io n i s t i c  p a in tin g s  to  th e  
N ation , Leon Gwome, a  h i^ i l y  su ccessfu l academ ician, d ec la red : "Of t h i s  
bequest I  know only th e  t i t l e .  . . .  Does i t  n o t con ta in  p a in tin g s  by 
M. Monet, hy M. P is s a r ro  and o thers?  For th e  government to  accep t such 
f i l t h ,  th e re  would have to  be g re a t m oral s ladcen ing . . . In  th e  
fa c e  o f th e  ou tc ry  th e  government d id  n o t d a re  accep t a l l  th e  p a in tin g s  
o f th e  beq u est, re fu s in g  e i ^ t  by Monet, eleven by P is s a r ro , two by- 
R enoir, th re e  by S is le y , and th re e  by Cezanne.^ Not u n t i l  19OO was a
■•Quoted in  John Rewald, H is to ry  o f  Im pressionism  (2d ed. rev . 
and e n l. ; New York: The Museum of Modem A rt, 1961), p . 570.
p. 572.
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member o f the  group, Renoir, nominated to  th e  Legion of Honor.
The im p re ss io n is ts , p r i mar i l y  p a in te rs  of lan d scap es , had o u t­
raged th e  o f f i c i a l  a r t i s t s  and c r i t i c s  o f th e  day ty  tak in g  th e i r  can­
vases outdoors and p a in tin g  -what they  saw th e re  r a th e r  than  p a in tin g  
in  th e  s tud io  from such Old M asters as Claude L o rra in . Once outdoors, 
th ey  had seen th a t  th e  eye does n o t p idc up an o b je c t in  fine ly -draw n 
d e t a i l  bu t as  a  shade o f  co lo r caused by th e  r e f le c t io n  o f l i g h t  o f f  i t .  
They saw a lso  th a t ,  co n tra iy  to  th e  p ra c t ic e  o f some of th e  Old M asters, 
th e re  i s  co lo r in  shadows. They reduced t h e i r  p a le t te s ,  therefo ire , to  
th e  c o lo rs  of th e  spectrum , le av in g  ou t th e  darker earth  c o lo rs  and 
th u s  b r i^ te n i n g  t i ie r r  p a in tin g s . In te re s te d  as th ey  were in  co lo r 
a s  th e  r e f le c t io n  o f l i g h t ,  they  saw, f u r th e r ,  t h a t  th e  c o lo rs  o f 
scenes v a ried  from day to  day and hour to  hou r, depending on th e  d i r e c ­
t io n  and in te n s i ty  of l i ^ t ,  I n t a a t  on cap tu ring  n o t only th e  co lo r 
b u t a lso  the  v ib ra tio n s  o f th e  l i ^ t —in te n t ,  th a t  i s ,  on p a in tin g  n o t 
th e  "o b jec tiv e  r e a l i ly "  of a  landscape bu t th e  spontaneous e f f e c t  o f 
i t  on th e  viewer—they  evolved a technique o f sh o r t, fragm entary s tro k es  
o f pure  co lo r in tended to  be blended in to  th e  whole by th e  e y e  o f th e  
view er ra th e r  than by th e  a r t i s t ’ s m ix tures o f p a in ts  on h i s  p a le t t e .  
T heir c h a r a c te r is t ic  p a in tin g s  a re , ü ien , b r i ^ t ,  sun-drendied renderings 
o f th e  whole atm ospheric e f f e c t  o f a  landscape a t  a  p a r t ic u la r  m om ent- 
in c lu d in g  the  shimmering of th e  l i g h t —in  which th e  drawing of l i n e  and 
d e t a i l  i s  n o t inçx jrtan t.^
Involved w ith  th e  im p re ss io n is tic  p a in te rs  in  th e i r  s tru g g le  
a g a in s t  academic dogma were some o f  th e  b e s t  w r i te r s  o f th e  day, in d u d -
^The H isto ry  o f Im pressionism , pp. 150, 209-210, 284-297 , 338, 386- 
387, 441.
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in g  th e  Concourt b ro th e rs , Eknile Zola, Stéphane Mallarme, and Guy de 
M aupassant, Zola, a  schoolmate o f  Cezanne, was e sp e c ia lly  a c tiv e  in  
t h e i r  behalf as  a  jo u r n a l i s t  during th e  e a r ly  y e a rs  of th e  f i ^ t  ( 1866-  
1880), thou^i a f te r  he became a su ccessfu l n o v e lis t  he became pa tro n ­
iz in g  and condescending towards h is  form er comrades.^ Mallarmé, a p a r­
t i c u l a r  f r i e i d  o f Edouard Manet, became th r o u ^  Manet and h is  s i s t e r - i n -  
law  B erthe M orisot a  good f r ie n d  of Monet, R enoir, and Degas, Maupassant, 
a  younger man, was o f te n  in  th e  coaçany of Claude Monet a t  E tre ta t  in  
1885, watching him p a in t  th e  same su b jec t on d i f f e r e n t  canvases a t  
d i f f e r e n t  tim es of th e  day, 2 d o s e iy  a sso c ia ted  w ith  th e  no to rious 
p a in te r s  as  th e se  w r i te r s  were, i t  was only n a tu ra l  th a t ,  idien some of 
them t r i e d  to  approxim ate in  l i t e r a tu r e  th e  a t te n ^ ts  of th e  p a in te rs ,  
they  to o  were la b e l le d  im p re ss io n is ts . As e a r ly  a s  I876, fo r  exanple, 
th e  y e a r  in  which Stéphane Mallarmé p ub lished  *'L'Après-midi d 'u n  fa u n e ," 
V ic to r Hugo c a lle d  him '"my dear im p re ss io n is t p o e t ,* "3
To ap p rec ia te  th e  ap tness o f H ugo's e p i th e t ,  one need only ranen- 
b e r some of Mallarmé* s  statem ents about h i s  p o e tic  in te n tio n s , "J* 
in v en te  une langue qu i d o i t  nécessairem ent j a i l l i r  d 'une  poétique  t r è s  
n o u v e lle , que j e  p o u rra is  d é f in ir  en ces deux m ots: P eindre , non l a  
chose, mais l ' e f f e t  o u * e lle  p ro d u it,**  ^ The words in  i t a l i c s ,  Mallarmé*s 
i t a l i c s ,  might very  w e ll s tand  as a  s im p lif ie d  m anifesto  o f th e  in p re s -
^The H is to ry  o f Im pressionism , pp, 14-2-1#, 4#-44-5, 534-,
% b id , .  p , 516,
^Quoted in  I b id , . p , 374-,
% lallarm e to  H enri G azalis , O ctober, 1864-, quoted in  Stéphane 
Mallarmé, Oeuvres Complètes, ed, H enri Mondor and G, Jean-Aubry (P a r is : 
Gal l i ma rd , 1961), p , 1440,
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s io n is t  p a in te r s .  A more famous statem ent i s  l i t t l e  more than  a  v a r ia ­
t io n  o f t h i s  f i r s t  one: "Nommer un o b je t, c’ e s t  supprim er l e s  t r o i s  
q u a rts  de l a  jo u issan ce  du poème, qu i e s t  f a i t e  de d ev iner peu à peu; 
l e  suggérer, v o ilà  l e  rev e ."^  Mallarmé was, of course , th e  le a d e r  of 
and spokesman fo r  th e  Sym bolist movement in  p o e try  o f th e  1880’ s and 
1890’ s whose d o c tr in e  has been desc rib ed  as  fo llo w s ty  Edmund Wilson;
Every f e e i n g  o r  sen sa tio n  we have, every moment of con­
sciousness, i s  d i f f e r e n t  from every o th e r; and i t  i s ,  in  
consequence, im possib le  to  render our sen sa tio n s  as we 
a c tu a lly  experience them th r o u ^  th e  conventional and 
u n iv e rsa l language of o rd in ary  l i t e r a t u r e .  Each p o e t has 
h is  unique p e rs o n a li ty ;  each of h is  moments has i t s  sp ec ia l 
tone , i t s  sp e c ia l com bination o f elem ents, ihid i t  i s  th e  
p o e t’ s  ta sk  to  f in d ,  to  in v en t, th e  sp e c ia l language irtiich 
w i l l  a lone be capable o f  expressing  h i s  p e rs o n a lity  and 
f e e l in g s .  Such a  language must make use o f symbols; ïd ia t 
i s  so s p e c ia l ,  so f l e e t in g  and so vague cannot be convqyed
ty  d i r e c t  statem ent o r  d e sc r ip tio n , b u t only by a  succes­
sion o f words, o f  im ages, which w i l l  serve to  suggest i t  
to  th e  re a d e r . • • • And Sjymbolism may be d e fin e d  as  an 
attem pt by c a re fu l ly  s tu d ied  means—a com plicated a sso c i­
a tio n  of id eas  rep re sen ted  by a  medley of m etaphors—to  
communicate unique p e rso n a l fe d .in g s .^
Wilson went on in  a  l a t e r  chap ter to  show th e  r e la t io n s h ip  between Sym­
bolism  and Joyce’ s U lysses.^  And, b u ild in g  on lû l s o n ’ s woiic, Leon Bdel 
d anonstra ted  th a t  th e  Sym bolist a ttem pt to  a r r e s t  th e  moment of time was
a prim ary concern of " th e  m o d ^ p sy c h o lo g ic a l n o v e l,"  ty  which phrase he
meant th e  stream -of-consciousness novel o f Joyce, Dorothy Richardson, 
and V irg in ia  Woolf
p . 869.
^Jules H uret, "Sur L 'E vo lu tion  L i t t é r a i r e ,"  Oeuvres Completes.
^Axel’ s  C as tle  (New York; C harles S c rib n e r’ s Sons, 1943), pp. 21- 
22. See a lso  C. M. Bowra, The H eritag e  of Symbolism (London; Macmillan 
& Co. L td . 1947) ,  pp . 8 -10 .
^Axel’ s  C as tle , pp. 202-208.
4rhe P sycholog ical Novel. 1900-19S0. pp. 15-17. 116-117, 146.
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By t h i s  ro u te , then , from French p a in te r  to  French poet to  Eng­
l i s h  stream -of-consciousness novel, th e  term  im pressionism , meaning 
th e  a t t e r ç t  to  render th r o u ^  words the  e f f e c t  on th e  in d iv id u a l ( th e  
f e l t  atmosphere and sen sa tio n s) of th e  experience of th e  moment, could 
have found i t s  way in to  th e  vocabulaiy  o f tw en tie th -cen tu ry  E n ^ is h  and 
and American c r i t i c s .  At th e  same tim e Ford Madox Ford, w ith  a  s l ig h t ly  
d i f f e r e n t  a p p lic a tio n , a lso  made i t  a v a ila b le  to  c r i t i c s .  Ford, whose 
g ran d fa ther was th e  P re-R ap h aelite  p a in te r  Ford Madox Brown, used th e  
term  from 1913 on in  h i s  d iscu ss io n s  of th e  f i c t io n a l  a r t  o f Henry James, 
Stephen Crane, Joseph Conrad, and h im se lf . Ey im pressionism  he meant 
a lso  th e  rendering  of th e  moment (o r  scen e), th o u ^  h i s  ençhasis f e l l  
always on th e  ren d e rin g . ^  Ey ren dering  he meant th e  immediate, dram atic 
p re se n ta tio n  o f a scene through v iv id  d e t a i l s  a s  opposed to  the  a u th o r ia l 
n a r ra tio n  o f even ts: " I f  I  say Monsieur Chose was a  v u lg a r, coarse , obese 
and p resu rp tuous fe llo w —th a t  i s  t ^ i n g .  But i f  I  say , *He was a  gen- 
Heman w ith  re d  w hiskers th a t  always preceded him through a  doorway, * 
th e re  you have him rendered—as Maupassant rendered  h im ."^
For h i s  use of im pressionism  in  connection w ith  Conrad, Ford had 
good w arran t in  th e  "Preface" to  N igger ^  N a rc issu s . There 
Conrad, under th e  te iç o ra r y  in f lu e n c e  of W alter P a te r ,  had w ritte n :
tad s  which I  am try in g  to  achieve i s ,  ty  th e  power of 
th e  w r it te n  word to  make you h ea r , to  make you f e e l —i t  i s ,  
b e fo re  a l l ,  to  make you see . That—and no more, and i t  i s
% enry James; C r i t ic a l  Study (London: M artin Sedcer, 1913), pp. 
152-153* See a lso  John A. M eixner, Ford Madcoc F o rd 's  NovaLs; A C r i t ic a l  
Study (M inneapolis: U n iv e rs ity  o f  M innesota P re ss , 196&), p .  19.
S ig l ish  Novel, p . 129. See a lso  Joseph Conrad, pp. 179-186; 
and "Techniques," Southern Review. I  (Ju ly , 1935), p . 31.
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everything. . . .
To a r r e s t ,  f o r  th e  apace  o f a  b rea th , th e  hands busy 
about th e  woric o f th e  e a r th , and conq)^ men en tranced  by 
th e  s i ^ t  o f d i s ta n t  g o a ls  to  glance f o r  a  moment a t  the  
surrounding v is io n  o f form  and co lou r, of sunshine and 
shadows; to  make them pause f o r  a  lo o k , f o r  a  s ig h , f o r  
a sm ile—such i s  th e  aim, d i f f i c u l t  and evanescent, and 
reserv ed  only f o r  a  very  few to  a c h ie v e .'
From t h i s  p o in t o f view th e  a r t i s t  becomes, in  th e  words of Ford, "a
s e n s i t is e d  instrum ent, reco rd in g  to  the  measure o f th e  l i g h t  vouchsafed
him what i s —irtiat mav be==the T ru th .
Thus, th e  term  im pressionism  came in to  "tiie modem c r i t i c a l  vocab­
u la ry  from two d i f f e r e n t  d ire c t io n s .  But, u n fo rtu n a te ly  fo r  c r i t ic is m , 
th e  p ra c tic e  of l i t e r a r y  im pressionism  (a s  th e  ren d e rin g  of th e  moment 
o r scene) was n o t confined to  w r i te r s  of th e  Joycean and Jamesian groups. 
H. J .  M uller in a d v e r ten tly  i l l u s t r a t e d  th e  vagueness o f th e  term  in  t h i s  
sense t y  la b e l l in g  as im p re ss io n is ts , in  ad d itio n  to  th o se  named above, 
such modem w r i te r s  as Sherwood Anderson, Thomas W olfe, D. H. Lawrence, 
K atherine M ansfield, and Marcel P ro u st; "In  genera l t h e i r  aim i s  an 
immediate pure r e -c re a t io n  a s  opposed to  a form al r ^ o r t  o r  an o rd e rly  
a n a ly s is  o r  any g e n e ra liz a tio n  Of experience. "3 O bviously, a term  which 
can be ap p lied  as e a s ily  to  D. H. Lawrence as  to  James Joyce i s  a v e ry
pp. z iv ,  x v i. See a lso  Marius The Epicurean (New Toric; The 
Modem L ib ra ry , 1921), p .  136; and Baines, Joseph Conrad, p . 188, Com­
p are  Conrad's " I t  must s tren u o u sly  a sp ire  to  . .  . th e  magic suggestive­
n ess  of music-<rtdiich i s  th e  a r t  o f a r t s  (p . x i i i ) , "  w ith  P a te r 's  "A ll 
â S i  co n stan tly  a sp ire s  tow ards % e  cond ition  o£ m usic. « in  "The School 
Of G iorgione," && R enaissance T lm don: Macmillan and C o., I89O), p . 140.
%bug to  R e v is it (New York; E. P . Dutton and Compaz^, 1921), p .
49.
3"Im pressionism  in  F ic tio n : Prism v s . M irro r. " American Scholar. 
VH (Summer, 1938), p . 357. , --------  --------
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g en era l one and i s  l ik e ly —a s, indeed, has been the  case—to  le ad  more 
o fte n  than  n o t to  confusion»
Furtherm ore, perhaps because most of th e  above-named w rite rs  
were n o v e lis ts  o r  because Ford used im pressionism  so o ften  w ithout d e f in ­
i t i o n  o r q u a lif ic a t io n  to  r e f e r  to  James, Crane, and Conrad, another 
meaning f o r  th e  term  grew up s id e  ty  s id e  w ith th e  f i r s t  one. As ap­
p l ie d  in  th e  c r i t ic is m  of the  modern novel i t  seems fre q u e n tly  to  be 
^rnonymous w ith  some such general d e sc r ip tiv e  phrase as  th e  P sv d io lo e i- 
-Cal novel o r sub.leetive n o v e l.  I t  seems o ften  to  be assunœd, t h a t  
i s ,  th a t  th e  a d je c tiv e  im p re s s io n is tic  d e sc rib e s  any novel in  which ex­
p e rien ce—th e  ac tio n  e i th e r  p h y sica l o r  m ental—i s  p resen ted  to  the  
re a d e r th r o u ^  th e  eyes o r mind o f a c h a rac te r  o r  c h a ra c te rs . W. Y, 
T in d a ll , f o r  in s ta n ce , c h a ra c te r iz e s  th e  im pressionism  o f Henry James 
as  "a  method 'sdiareby an o b s e rv e r 's  mind i s  th e  s tag e  lœon irtdd i a l l  
a c tio n  o c c u r s . A n d  in  an essay on Good S o ld ie r . E l l io t  B. Gose, 
J r . ,  w r ite s : "Dowell, l i k e  Ford, i s  an im p re ss io n is t. This means th a t  
he i s  u su a lly  try in g  to  g ive th e  re a d e r, n o t a  co ld ly  o b je c tiv e  de­
s c r ip t io n  o f what happened, bu t th e  ac tio n  as i t  appeared to  one of th e  
o th e r  c h a ra c te rs .
There i s ,  o f course, no h a rd -a n d -fa s t d i s t in c t io n  between th e  
assumption th a t  l i t e r a r y  ia^pressionism i s  the  rendering  o f th e  impres­
s io n s  o f th e  moment and th e  assun^tion  th a t  i t  i s  ro u ^ ily  syuonymous 
w ith  th e  psycho log ica l n o v e l. The two meanings o f  th e  term  a re  no t
^Forces igi Modem B r it is h  L i te r a tu r e . 1889-1956 (Rev. e d .; New 
York: V intage Books, 1957), p . 191.
^"The Strange I r r e g u la r  Rhythm: An A nalysis o f  The Good S o ld ie r ."
I-XXII (June, 1957), p ,  506. —  .
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m utually  ex c lu sive  ( th o u ^  some d is t in c t io n  betw em  them would 
probably  h e lp  c la r i f y  c r i t i c a l  d is c u s s io n s ) . F requen tly , they are  
used to g e th e r in  d iscu ss io n s  of l i t e r a r y  im pressionism , sometimes a l ­
most in terchangeab ly . Thus, C harles C. W alcutt w r ite s  in  American 
L i te r a ry  N aturalism . A Divided Stream?
To begin w ith , im pressionism  attem p ts  to  re n d e r th e  q u a li ty  
o f eapsrienee  more c lo se ly , more c o lo r fu l ly , more d e lic a te ly  
than  i t  has been rendered . To t h i s  end i t  p re se n ts  th e  mind 
o f a  c h a ra c te r  re c e iv in g  im pressions r a th e r  than judging, 
c la s s ify in g , o r  sp ecu la tin g ; and because i t  a ttem p ts  to  
catch  th e  a ^ e r ie n c e  as i t  i s  rece iv ed , t h a t  experience w i l l  
n o t have a  reasonab le  o rder b u t a  ch ro n o lo g ica l o r  a sso c ia -  
t io n a l  one.1
Thus, C leanth Brooks and l& lliam  K, W imsatt, J r . ,  w rite  in  a d iscu s­
sion  of James, Conrad, and Ford; "The n o v e l is t  was n o t to  ' t e l l  the  
re a d e r ' about what happaied bu t to  render i t  a s  a c t io n . Moreover, th e  
a c tio n  was n o t to  be rendered  w ith  photographic f i d e l i t y  b u t as i t  
would mak e i t s  im pression upon a  human o b se rv e r. Hence F o rd 's  name 
f o r  th e  new a r t .  Im pressionism ,"^
The r e s u l t  o f a l l  t h i s  p re ssu re  on th e  s i n ^ e  term  im pressionism  
h a s  in e v ita b ly  been confusion . As we have seen, O’ Connor gathered 
James, Crane, Conrad, Ford , and Joyce in to  a  s i n ^ e  im p re ss io n is tic  
t r a d i t io n  which Faulkner was supposed to  have fo llow ed  in  w ritin g  The
Sound and th e  Furv. 3 Joseph Warren Beach, on th e  o th e r hand, w rote in  
The Twentieth Century Novel th a t  " th e  term  ' in p r e s s io n is t ' i s  even more
K M inneapolis: Iftiiv e rsity  o f M innesota P re s s , 1956), p . 232.
^L ite ra ry  C rit ic is m ; A Short H is to ry  (New York; A lfred A. Knopf, 
1957), p . l 8 4 .
T anked F i r e , pp. 37. 4-1-42, 45.
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p ro p e rly  ap p lic ab le  to  Lawrence than to  Conrad."^ Henry James he c a lle d  
a  p re - im p re s s io n is t .^  More im portan tly , however, he remarked in  an 
ea r ly  chap ter o f th e  same book:
This i s  a g re a t  ou tstand ing  f e a tu re  of technique s in ce  th e  
tim e of Henry James, th a t  th e  s to ry  s h a l l  t e l l  i t s e l f ,  being 
conducted th r o u ^  th e  im pressions o f th e  c h a ra c te rs . « . .
And t h i s  i s  th e  co n stan t occupation o f our c lev e re r  w r i te r s  
of f i c t io n :  to  ren d e r the  very  f e e l  and te x tu re  o f ex p eri­
ence, n o t m erely e ro t ic ,  b u t of a l l  experience th a t  comes 
w ith in  th e  compass o f th e  a u th o r 's  subject.3
In  view of th ese  s ta tem en ts  and in  view of th e  spreading of the  impres­
s io n is t i c  canopy over n o v e lis ts  as  d iv e rse  as Conrad, Joyce, and 
Law reice, one must qu estio n , n o t only whether th e re  i s  any d is t in c t io n  
between th e  " im p re ss io n is tic "  novel and th e  modem novel in  g en era l, 
b u t a lso  whether th e re  i s ,  indeed, any v a l id i ty  a t  a l l  to  th e  u se  o f th e  
term  in  l i t e r a r y  c r i t ic i s m  today . I t  seems, l i k e  rom anticism  and 
re a lism , to  be so g en era l as to  be p r a c t ic a l ly  u se le s s  f o r  any meaning­
f u l  d e sc r ip tiv e  o r c d a s s if ic a to ry  fu n c tio n .
N ev erth e less , in  a d iscu ssio n  of th e  worics of James, Conrad, o r 
Crane e sp e c ia lly , i t  must of n e ce ss ity  be used i f  only because Ford 
Madox Ford w rote so  p r o l i f i c a l ly  and in s i s t e n t ly  o f  th ese  n o v e lis ts  as 
im p ress io n is ts  th a t  n e a r ly  every c r i t i c  s in ce  has taken up th e  term  in  
some way or o th e r . Recognizing th e  n e c e s s ity  of u s in g  th e  term as w ell 
a s  i t s  vagueness, some c r i t i c s  concerned w ith  th e se  men have t r i e d  in
1(Hew York: A ppleton-C entury-C rofts, I n c . ,  1932), p . 383.
^ i d .
pp. 15- 16, 24.
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a v a r ie ty  o f ways to  give i t  more fo rce  in  i t s  a p p lic a tio n  to  them. One 
obvious approach h a s  been to  in v e s t ig a te  th e  p o s s ib i l i ty  o f some funda­
m ental l in k  between in ^ r e s s io n is t ic  p a in tin g  and modem E hglish  and 
American l i t e r a t u r e ,  This approach has recommended i t s e l f  p a r t ic u la r ly  
w ith  reg a rd  to  Stephen Crane because of h is  s tr ik in g  use of images of 
co lo r.
In  h is  Stephen Crane: An Omnibus, f o r  in s ta n c e , Robert W, S ta l l­
man contended, in  an argument cu riously  compounded of i n s i s t  and mis­
in fo rm atio n , th a t  Crane le a rn e d  to  w rite  by studying  im f re s s io n is t ic  
p a in tin g s , Mr, S tallm an begins w ith an acu te  p e rcep tio n ;
Crane* s s ty le  i s  p rose  n o in t iH i  .gm. I t  i s  conçxjsed of 
d isconnected  im ages, which coalesce l i k e  th e  b lo b s o f co lo r 
in  French im p re ss io n is t p a in tin g s , every word-group having 
a c ro s s -re fe re n c e  re la t io n s h ip , every seemingly d isconnected  
d e t a i l  having in te r- ro la t io n s ih ip  to  th e  co n fig u ra ted  whole.
The in te n s i ty  o f  a  Crane work i s  owing to  t h i s  p a tte rn ed  
coalescence of d isconnected  th in g s , every th ing  a t  once 
f l u i d  and p r e c i s e .1
This i s  a u se fu l comment tdiich might be extended to  th e  work of Conrad 
f o r  one exanple. May one n o t say th a t  th e  la t te r*  s b reak ing  up o f ex­
p e rie n ce  in to  fragm ented scenes juxtaposed ou t o f ch rono log ica l order 
i s  p a r a l l e l  to  th e  im p re ss io n is t pain ter*  s fragm entation  of h is  v ision  
in to  d o ts  and b lobs o f c o lo r, bo th  the  novel and th e  p a in tin g  depending 
upon th e  e f fe c t  of th e  whole f o r  th e i r  f u l l  fo rce?  One remembers Con­
r a d 's  remark about "The Ehd o f th e  Tether" in  a  l e t t e r  to  David S. Mel­
drum; "Upon th e  ep isodes, a f t e r  a l l ,  th e  e f f e c t  o f r e a l i t y  depends and 
a s  to  me I  depend upon th e  re a d e r  looking back upon ny s to ry  as  whole,
'•(New York: A lfred  A. Knopf, 1953), P» 185, 
^/Autumn 19022/. L e t te r s  to  Bladcwood. p , 170,
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And i t  does n o t m a tte r, a t  t h i s  p o in t ,  th a t  -what we have sa id  of th e  
work of Crane and Conrad might alm ost equally  w e ll be sa id  o f th a t  of 
James Joyce.
Immediately a f t e r  th e  comment quoted above, however. S ta llm an 's  
argument, so w e ll begun, fad es  in to  m ean in^essness because o f h is  
obvious m isunderstanding of im p re ss io n is tic  p a in tin g . Almost eveiy 
eocample he advances from C rane's woiic in v a lid a te s  h is  f u r th e r  argument 
th a t  "a  s tr ik in g  analogy i s  e s ta b lish e d  between Crane’ s use of co lo rs  
and th e  method emplc^ed by th e  im p re ss io n is ts  and th e  n e o - irp re s s io n is ts  
o r d iv is io n is ts ,  and i t  i s  as i f  he had known about t h e i r  theory  o f con­
t r a s t s  and had composed h is  own p rose  p a in tin g s  tjr th e  same p rin c ip le ."^  
The theo ry  to  which Stallm an r e f e r s  h e re  i s  th a t  worked o u t by Georges 
Seurat and Paul Signac in  an a t te n p t  to  give s c ie n t i f i c  p re c is io n  to  
th e  pe rcep tio n s  o f th e  im p re ss io n is ts  about the  d iv is io n  o f  l i g h t  in to  
color# Very g e n e ra lly  they  t r i e d  to  e s ta b lis h  law s by which the  p a in te r  
would know how to  juxtapose h is  c o lo rs  so th a t  ytheti th e  o b se rv e r 's  eye 
mixed th an  o p t ic a l ly ,  he would p e rce iv e  th e  d e s ired  a f f e c t ,  w ithout 
th e  a r t i s t ’ s having e i th e r  to  mix h i s  co lo rs  on h i s  p a le t t e  o r to  draw 
( to  l i n e  o u t in  d e ta i l )  th e  o b je c ts  in  h is  p a in tin g . Their basic  law 
was th a t  o f sim ultaneous c o n tra s t; two juxtaposed co lo rs  m utually in ­
flu en ce  one ano ther, th e  l i ^ t  one growing l i f t e r ,  th e  dark  one 
d a rk e r. And one o f t h e i r  fundamental to o ls  was a co lo r idie&L \diich en­
ab led  them to  determ ine e a s i ly  what th e  complementary o f a given co lor 
was. But i t  i s  im portan t f o r  us to  remember th a t  S eura t and Signac, 
l i k e  th e i r  im p ress io n is t p redecesso rs , were working w ith  c o n tra s ts  of
1Stephen Cranet An Omnibus, p .  185,
72
th e  complementary c o lo rs  o f th e  spectrim , n o t w ith  th e  c o n tra s t be­
tween l i g h t  and dark masses o f co lo r as  in  a  ch iaroscuro  p a in tin g , 
and th a t  they  were s t i l l  in te r e s te d  in  e f fe c ts  of l i ^ t . ^
Stallm an’ s m isunderstanding of th e  n a tu re  o f th e  neo-im pression- 
i s t  c o n tra s t i s  i l l u s t r a t e d  by some of h is  remarks about i t ;
Crane’ s p e rsp e c tiv e s , alm ost w itiiout excep tion , a re  f a d i-  
ioned by c o n tra s ts —hLadc m asses juxtaposed a g a in s t b r i ^ t -  
n ess , colored l i g h t  s e t  a g a in s t gray m is ts . . . .  F u rth e r 
examples o f c o lo r -c o n tra s t ,  p a r t ic u la r ly  w hite  versus blade 
occur th ro u ^ o u t  The Open B oat.  . .  .
Crane p a in ts  w ith  words "eocactly" as th e  French inçures- 
s io n is ts  p a in t  w ith  pigm ents: both usa pure co lo rs  and con­
t r a s t s  of c o lo rs . Black clouds o r dark smdce o r masses o f 
m ist and vapor a re  surrounded by a luminous zone; o r ,  con- 
v e r s d y ,  spedcs o f p r ism a tic  co lo r a re  enclosed by a zone of 
shade. . . .  C leared atm os|dieres, unin^eded v is io n  o f p e r­
sp ec tiv e , a re  r a re ly  d e lin e a te d . . . .2
The c o n tra s t o f l i ^ t  and dark m asses does n o t make Crane an in ç re s -
s io n is t  p a in te r , no r does h is  use  o f  co lo r imagery n e c e s sa r ily  do so,
any more than  A rthur Rimbaud’ s u se  o f  co lo r imagery in  "Le Bateau iv re"
( 1870) makes him an im p re s s io n is t. On th i s  p o in t Corwin K. Lin son, one
of Crane’ s  p a in te r  f r ie n d s ,  was en p h atic ;
To th e  o f t  rep ea ted  query as to  Crane’ s  use  o f c o lo r:
"Did he  n o t g e t i t  from  h i s  s tu d io  a sso c ia te s?"  %  answer 
i s  "No." I  was th e  o n ly  p a in te r  among h i s  e a r ly  in tim a te s ; 
one . o r two o th e rs  he met c a su a lly  w ith  me. The r e s t  were 
i l l u s t r a t o r s  o r  jo u r n a l i s t s .  Hs had w rit te n  S u lliv an  County 
Sketches and Maggie b e fo re  I  met him; then  came The Red 
Badge and The Third V io lâ t , and th e re  i s  as much o f co lo r 
in  th e  f i r s t  a s  in  th e  l a s t .  The p a in te r 's  c o lo r sense i s  
bom —so was h i s .  The im pressionism  o f th a t  day was to  him 
an a f fe c ta t io n ,  and a l l  a f f e c ta t io n  was d ish o n esty , un- 
c re a tiv e , and th u s  dead from th e  s t a r t .  3
^John Rewald, Post-Im pressionism  ; From Van Gogh to  Gauguin (New 
York: The Museum of Modem A rt, 1956), pp . 79-99.
Stephen Crane: An Omnibus, p . 186.
W  Stephen Crâne, ed. Edwin 
U n iversity  P ress , 1958), pp . 46-4-7.
3
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A more fundam ental ob jec tio n  to  t h e  a ttem pt to  tra c e  p a r a l l ^ s  between 
a p a in te r ’ s use  of luminous pigments and a « T ite r’ s  d e sc r ip tio n  of 
co lo rs  i s  t h a t  i t  i s  a confusion of a  space a r t  w ith  a  tim e a r t .  A 
t r u e r  p a r a l l e l ,  th a t  i s ,  would seem to  be one c o n s is te n t w ith  th e  l im i­
ta t io n s  o f th e  two a r t s ,  s p e c if ic a l ly  th a t  a lread y  mentioned between th e  
fragm entation  o f co lor in  p a in tin g  and th e  fragm entation  of chronology 
in  w ritin g . The one fo rc e s  th e  viewer to  mix th e  co lo rs  o p tic a l ly ;  th e  
o th e r fo rc e s  th e  read er to  arrange th e  s to iy  in  ch ronolog ical o rd er f o r  
h im se lf.
As we have seen, however, t h i s  p a r a l le l  between p a in tin g  and 
w ritin g  a p p lie s  as w ell to  th e  stream -of-consciousness w r i te r s  as  to  
Crane, Conrad, and Ford. Consequently, i t  does n o t le a d  to  any means 
of d isc r im in a tin g  among th e  "inçjressionisras" of th a t  g re a t number o f 
modem n o v e l is ts  vh o  have borne th e  l a b e l .  A more f n i i t f u l  approach, 
th e re fo re , to  th e  problem of g iv ing  fo rc e  to  th e  term  im pressionism  
would seem to  be to  approach i t  more in d u c tiv d .y , d esc rib in g  accu­
r a te ly  id iat th e  in d iv id u a l w r i te r s  d id  and then by drawing con^arisons 
among them, one may a r r iv e  even tua lly  a t  a  more meaningful d e f in i t io n  
of im pressionism  as i t  a p p lie s  to  them.
The s t r e s s  h ere  should f a l l  on th e  word a c c u ra te ly . A g re a t d e a l 
has been done in  th i s  reg ard  w ith  th e  fa sh io n ab le  stream -of-consciousness 
w r i te r s .  In  such books as  Robert Humphrey’ s Stream of Consciousness 
th e  Modem Hovel and Leon E del’ s The Psveho log ieal Novel one can f in d  
u se fu l d is t in c t io n s  between th e  su b jec t m a tte r and th e  techniques of 
stream -of-consciousness f i c t io n  and between stream -of-consciousness 
f i c t io n  and th e  r e s t  of modem p ^ c h o lo g ic a l f i c t i o n .  Humphrey w rite s ,
7^
f o r  in s ta n c e ; "We may d e fin e  stream -of-consciousness f i c t i o n  as a type 
o f f i c t io n  in  which th e  b a s ic  emphasis i s  p laced  on ex p lo ra tio n  o f th e  
prespeech le v e ls  of consciousness f o r  th e  purpose, p r im a rily , of r e ­
v ea lin g  th e  psychic being of the  c h a rac te rs ."^  But one cannot y e t tak e  
advantage of h is  work on stream -of-consciousness f i c t io n  in  o rd er to  
make c a re fu l d is t in c t io n s  between i t  and th e  im pressionism  o f Crane, 
Conrad, Ford—and Faulkner—because accu ra te  d e sc r ip tio n s  of t i ia t  th ese  
l a t t e r  w r ite r s  d id  a re  only  now becoming a v a ila b le , Cküy s in ce  World 
War I I ,  g e n e r ^ ly  speaking, has se rio u s  in te r e s t  been shown in  the  
woric of th e se  men (of th e  th re e  books on Ford’ s n o v r is , one was pub­
l is h e d  in  1961, two in  I 962) ,  and so c r i t i c s  a re  s t i l l  in  th e  s tage  o f 
d e sc rib in g  th e i r  woric a c c u ra td y  and making ju d ic io u s  comparisons among 
them. The f u r th e r  in te n tio n  of t h i s  paper w i l l  be, then, n o t to  d e fin e  
im pressionism , a s  such b u t to  desc rib e  th e  im pressionism  of Joseph Con­
ra d  and W illiam F au lkner.
N e ith e r Conrad nor Faulkner was an in p re s s io n is t  in  th e  sense of 
ren d e rin g  ü ie  sen sa tio n s  o f the  moment f o r  th e  sake of th e  sen sa tio n s  o r 
th e  moment.^ Both d id , o f course, ren d er th e  im pressions o f th e  moment. 
Both were in te re s te d  in  making us h ear, f e e l ,  and see  th e  ex p erim ce  
im m ediately as  i t  s tru d c  Marlow o r Quentin Compson. That i s  th e  purpose 
o f Marlow’ s " the  ra p id s  were n ear, and an u n in te rru p ted , uniform , head-
^P. 4 .
^For a  comparison o f  Ford w ith  Conrad on t h i s  p o in t see  R ichard 
C asse ll, Ford Madox Ford; A Study Of h i§  Novels (B altim ore, Md. : The 
Johns Hopkins P ress , 1961), p . 128,
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long , r u l i n g  n o ise  f i l l e d  th e  mournful s t i l l n e s s  o f th e  grove. . . •“ 
as  i t  i s  th e  purpose of Faulkner’ s "long s t i l l  h o t  weaiy dead September 
a f t e r n o o n . B u t  Fau lkner would have agreed, I  th in k , w ith  Conrad in  
saying th a t
to  snatch  in  a moment of courage, from th e  rem orseless 
ru sh  of tim e, a  p ass in g  phase of l i f e ,  i s  only  th e  beginning 
of th e  "esk. The ta sk  approached in  ten d ern ess  and f a i t h  
i s  to  h-'ld  up unquestion ing ly , w ithout choice and w ithout 
f e a r ,  th e  rescued  fragm ent before  a l l  eyes in  th e  l i ^ t  of 
a s in ce re  mood. I t  i s  to  show i t s  v ib ra tio n , i t s  co lour, 
i t s  form; and through i t s  movement, i t s  form, and i t s  
co lou r, re v e a l th e  substance of i t s  t r u th —d is c lo s e  i t s  
in s p ir in g  s e c re t ;  th e  s t r e s s  and passion  w ith in  th e  core o f 
each convincing moment. In  a single-m inded a t te n ç t  o f th a t  
k in d , i f  one be deserv ing  and fo r tu n a te , one may perchance 
a t t a in  to  such d e a r n e s s  of s in c e r ity  th a t  a t  l a s t  th e  pre?- 
sen ted  v is io n  o f r e g r e t  o r p i ty ,  of t e r r o r  o r m irth , s h a ll  
awaken in  th e  h e a r ts  o f th e  beholders th a t  f e d i n g  of un­
avoidable s o l id a r i ty ;  o f th e  s o l id a r i ty  in  n y s te r io u s  
o r ig in , in  t o i l ,  in  jo y , in  hope, in  u n c e r ta in  f a t e ,  which 
b inds men to  each o th e r  and a l l  mankind to  th e  v is ib le  
w o rld .2
M or^ver, th e  d e sc r ip tio n  of Conrad and Faulkner as im pression­
i s t s  in  th e  sense o f w rit in g  psychological n o v d s  i s  in a cc u ra te  in  th e  
u n q u a lif ie d  form i t  ta k e s  in  general c i r c u la t io n . A case in  p o in t i s  
We Y. T in d a l l 's  d iscu ss io n  of th e  im pressionism  of James and Conrad.
What he w rite s  o f James seems to  be a r e la t iv e ly  j u s t  assessm m t of what 
James does in  such n o v d s  as  The Spoils o f Pcvnton and The Ambassadors.
H is im pressionism , w hidi must n o t be confused w ith  in ç re s -  
sionism  in  p a in tin g , i s  a  method whereby an o b se rv e r 's  mind 
i s  th e  s tag e  upon which a l l  ac tio n  occu rs . But the  impres­
s io n s  o f tile  observer a re  recorded in  liie  th i r d  person by 
th e  au tho r, peerin g  through a  window in  th e  o b s e rv e r 's  head.
Since th e  au thor t d l s  what i s  occurring  on t h i s  su b jec tiv e  
s ta g e , he can l i m i t  th e  n a r ra tiv e  by s d e c t in g  what he th in k s  
r d e v a n t  o r  s u i ta b le  and m aintain an a r t i s t ' s  c o n tro l over
^"H eart o f D arkness," Youth, p . 66; Absdom. Absalom! . p .  ? .
^"P reface ,"  The N igger, p . x iv .
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th e  flow of experifflice. The most o b jec tiv e  o f su b jec tiv e  
n o v e l is ts ,  an e x tro v e r t compared w ith V irg in ia  Woolf, James 
g en era lly  l im ite d  th e  flow  to  le v e ls  of p o l i t e  in te rc o u rse  
and to  th in g s  e x te rn a l to  th e  o b server, who looked o u t as 
James looked i n . i
When he goes on, however, to  c h a ra c te r iz e  Conrad as  " J a m e s 's e a r lie s t  
d is c ip le .  . ,a  n a u tic a l  v a r ie ty  o f h i s  m aster,"  to  d e sc rib e  Marlow as 
Conrad’ s observer "whose consciousness i s  th e  scene o f sev e ra l im portan t 
s to r i e s  and n o v e ls ," and to  s t a t e  th a t  Lord Jim " i s  l e s s  th e  s to ry  o f 
Jim  and h is  search fo r  honor than  th e  passage of t h i s  s to ry  th r o u ^  
minds of which Marlow’ s i s  th e  p o in t of in t e r e s t ,"  h s  g ives u s p a u se .-
The d e sc r ip tio n  of Conrad a s  a  d is c ip le  o f James would, perhaps, 
be no g rea t cause f o r  concern d id  i t  n o t le a d  so o f te n —a s  i t  does 
h e re —to  th e  c r i t i c ' s  viewing Conrad’ s work through a  Jam esian v e i l  
which ra th e r  d i s to r t s  C onrad's a r t i s t i c  p r a c t ic e s .  In  view ing Conrad’s 
works in  th i s  way, of course , T in d a ll i s  only mkaing th e  same assumption 
as  Ford Madox Ford f re q u e n tly  made. Ford w rote o f James and Conrad once, 
f o r  example, th a t  they were "u n ited  by a common technique and th e i r  
l i t e r a r y  aims were to  a l l  in te n ts  e x ac tly  th e  same,"3 Ford h im self was 
always g re a tly  in te re s te d  in  th e  tech n iq u es  o f James, more so probably  
th an  Conrad.^ He undertook th e  assignm ent, fo r  in s ta n c e , of w ritin g  a 
c r i t i c a l  study of James in  1913» b u t more im portan tly  h is  own f i c t i o n  
was always, su rp ris in g ly , as  Jam esian as Conradian, i f  n o t more so .
F^orces in  Modem B r i t is h  L i te r a tu r e , pp. 191-192.
^ Ib id . .  193.
^The Etariish Novel, p . 144.
^See C asse ll, Ford Madox Ford, p . 68; and Paul L . WHqy, N o v e lis t 
o f Three %>rlds% Foid Madox Ford (Syracuse. N. Y .; U n iv e rs ity  o f  Syra­
cuse P ress , 1962) ,  p . 55.
77
Both ^  English G irl (190?) and A C all (1910) were p a tte rn ed  a f te r  th e  
themes and techn iques of James (Ford c a lle d  them p a s tic h e s ) , w hile The 
Panel (1912) h i la r io u s ly  spoofs James’ s unpopularity  among th e  u n in te l=  
l ig e n ts ia .^  Furtherm ore, Jam esian p ra c t ic e  stood behind th e  Parade’ s 
End te tr a lo g y . In  P t Was Die N ig h tin g a le . Ford recorded  th a t  b e fo re  
beginning h i s  work on Some Do Not he considered how James "would have 
t r e a te d  th a t  in t r a c ta b le  s u b je c t. I  imagined the to rtu o u s mind g e tt in g  
to  woitc, th e  New Qigland scrupulousness, th e  t e r r i f i c  in v o lu tio n s  . . .  
and f o r  the  r e s t  of th e  day and f o r  sev e ra l days more I  l o s t  n y se lf  in  
working out an im aginary war-novaL on th e  l in e s  o f 'What M aisie Knew.’
Because o f h is  con tinu ing  in t e r e s t  in  Jamesian technique, th e re ­
fo r e ,  Ford tended, by th e  tim e he began w id ting  h i s  sev e ra l books o f 
rem in iscences, to  see Conrad through a Jam esian v e i l .  Thus he e s ta b ­
l is h e d  a precedent which was follow ed by Beach who, long  befo re  he 
w rote The Tw entieth Century Novel, had w r it te n  The Method o f Henrv James. 
Beach, indeed, s e ts  Jamesian techn ique a t  th e  cen ter of th e  l a t e r  work 
as th e  i r r a d ia t in g  l i ^ t  o f th e  n o v e l i s t ic  un iv erse . T in d a ll 's  ch ar- 
a c te r i z a t im  of Conrad as a Jamesian d is c ip le  i s  im portan t, then , n o t as  
a c r i t i c a l  a b e r ra tio n , bu t a s  being re p re se n ta tiv e  of a more-or>-less 
t r a d i t io n a l  view which makes Conrad’ s  n o vels  d ilu te d  James.
This read in g  of Conrad through th e  Jamesian v e il  obscures q u a li­
t i e s  in  Conrad’ s works which need to  be s e a i  d e a r ly .  For Lord Jim i s
See M eixner, Ford’ s N ovels, pp . 11, 22, 105, 1^5, 149; and R. W. 
L id , "Ford Madox Ford and H is Community o f L e tte rs , " P r a i r i e  Schooner. 
XXXV (Summer, 19^1), p . I36.
^ ( P h ilad e lp h ia  : J .  B, L ip p in c o tt Cou^jany, 1933), P» I 62. Unless 
o th e rw ise  no ted , e l l ip s e s  in  q u o ta tio n s  from Foid a re  h i s .
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n o t merely a  Conradian vers io n  of The Ambassadors. There a re  ia ç o r -  
t a n t  d if f e re n c e s . Lambert S tre th e r  i s  th e  cen ter of The Ambassadors, 
n o t only in  th a t  he  i s  James' s C en tral In te l l ig e n c e ,  th e  p o in t of view 
from which th e  a c tio n  i s  observed, b u t a lso  in  th a t  th e  d e p ic tio n  of 
h i s  consciousness i s  more im portan t, f in a l ly  than t h a t  of th e  s i tu a t io n  
he i s  o s te n s ib ly  obseirving. This i s  n o t t ru e  of Lord Jim . One cannot 
say t h a t  Marlow i s  th e  cen te r o f , i s  e s s e n t ia l  to .  Lord Jim  in  th e  same 
way as S tre th e r  i s  e s s e n t ia l  to  The Ambassadors. Because Marlow i s  n o t 
p h y s ic a lly  p re sen t a t  a  g re a t many o f th e  scenes h e  p re se n ts , because 
he  seems to  be "one of u s ,"  an observer on th e  periphery  o f th e  a c tio n , 
we have, I  th in k , a  s tro n g  sense of J im 's  r e a l i t y ,  of h is  having an in ­
dependent ex isten ce  o u ts id e  M arlow's o r b i t ,  th a t  we never have about 
Chad Newsome. Marlow, th a t  i s ,  i s  s t i l l  in  Lord Jim  a  means to  an end 
r a th e r  than  an end in  h i m s ^ .
Moreover, a l l  o f  th e  apparent d ig re ss io n s  in  Lord Jim , those  
c a re fu l ly  juxtaposed  ep isodes—th e  s to r ie s  o f Captain B r ie r ly , of l i t t l e  
Bob S tanton , of th e  French L ieu ten an t, and of S te in , f o r  exançle—are  
re v e la to ry , f i r s t  o f a l l ,  of th e  c e n tra l  in c id e n t, J im 's  junç) from th e  
P a tn a . Indeed, th e  very  ex isten ce  in  th e  novel of such episodes as  
th o se  of th e  French L ieu ten an t and S te in , th e  s p o t l i ^ t i n g  of Jim from 
d i f f e r e n t  p o in ts  of view, shows th a t  Conrad's main i n t e r e s t  was the  
moral ambiguity invo lved  in  J im 's  jump, n o t th e  observing mind of Marlow. 
A ll of t h i s  i s  t o  say t h a t  th e re  i s  in  Conrad's novel a  s tro n g  element 
o f o ld ^ f a to n e d  stozy , of p lo t ,  which e x is ts  only in ç > lic itly  in  Jam es 's .
^For a  development o f t h i s  same argument see Wayne C, Booth, The 
R hetoric  o f  F ic tio n  (Chicago: The U n iv e rs ity  of Chicago P re s s , 1961), 
pp . 42-43.
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W ithout Marlow, c e r ta in ly .  Lord Jim  -would be a very d i f f e r e n t  novel, 
b u t one can conceive o f le a rn in g  of Lord Jim th r o u ^  some o th e r  medium 
■whereas i t  i s  im possib le  to  conceive of The Ambassadors w ithou t S tre th e r .
The read ing  o f Faulkner through th e  Jqjrcean v e i l  d i s to r t s  in  th e  
same way im portant q u a l i t i e s  in  F au lk n e r 's  work. The Fau lknerian  
p a r a l ld .  to  Lord Jim i s  Absalom. Absalom} and i t  i s  even c le a re r  in  th i s  
novel than  in  Conrad's t h a t  th e  c e n te r , th e  e s s e n t ia l  elem ent, i s  th e  
stoyy of Thomas Sutpen r a th e r  than th e  mind of Quentin Compson, But 
F a u lk n e r 's  in t e r e s t  in  s to iy ,  in  o ld-fash ioned  p lo t ,  i s  p re se n t a lso  in  
h i s  stream -of-consciousness novels where i t  would seem to  be l e a s t  l i k e ly .  
According to  Humphrey, h i s  use o f p lo t  in  The Sound and th e  Furv and ^
I  Lav Dying s e ts  them a p a r t  from a l l  o th e r stream -of-consciousness 
f i c t io n :
I t  i s  a  u n ity  of a c tio n  which he en^loys. In  o th e r  words, he 
uses a  s u b s ta n tia l  p lo t ,  th e  th in g  th a t  i s  la d c in g  in  a l l  
o th e r s tream -of-consciousness l i t e r a t u r e .  . . .  Because ‘there  
i s  a coherent p lo t  and because ‘the ch arac te rs  a c t  in  an ex­
te rn a l  drama i h i d i  h as  a  beginning, c o s^ lic a tio n s , clim ax, 
and ending, th e  a b so lu te  need f o r  fu r th e r  un ify in g  dev ices 
does n o t e x i s t . '
And P e rr in  Lowrey has reminded us o f how veiy  t r a d i t io n a l  th e  p lo t  o f The 
Sound and th e  Furv i s  in  some ways; ‘the s to ry  of t h i r t y  y e a rs  in  th e  l i f e  
of a  fa mil y  p resen ted  b a s ic a l ly  in  chronological o rd e r—th e  events up to  
1906 p rim arily  in  B en jy 's  se c tio n , those  of I906- I 9IO in  Q uentin’ s , those  
of I 9IO -I928 in  J a s o n 's ,  th o se  of th e  l a s t  day of th e  s to ry , E as te r Sun­
day , A pril 3» 1928, in  th e  fo u r th  section. ^
Stream ^  C onsciousness, p . IO5 .  See a lso  P e te r  Swiggart, 
t o t  of F a u lto e r’ s Novels (A ustin : U n iv ers ity  of Texas P re s s , 1962), pp. 
61-70 ; pp. 69-70, "Both n o v e ls  a re  crowded w ith scenes in  which char­
a c te r  i s  rev ea led  so le ly  t h r o u ^  dram atic  ac tio n  o b je c tiv e ly  n a r r a ta i ."
^"Concepts of Time in  The Sound and th e  F urv ,"  B aa lish  I n s t i t u t e  
Essays. ( 1952) ,  p . 63.
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I t  i s  im portan t f o r  us to  observe, a lso , th a t  Faulkner never 
rep resen ted  th e  stream -of-consciousness o f one o r  two in qw rtan t charac­
te r s  a lone . In  Sound and th e  Furv he conqilemented th e  th re e  i n t e r ­
n a l monologues w ith  an om niscien t, th ird -p e rso n  account of th e  events 
of th e  l a s t  day o f th e  s to iy .  In  ^  I  Dying he p resen ted  in te rn a l  
monologues o f f i f t e e n  d i f f e r e n t  c h a ra c te rs . In  Absalom. Absalom! th e re  
a re  fo u r  d i f f e r e n t  n a r r a to r s .  I n ç l i c i t  in  th i s  techn ique o f s to ry ­
t e l l i n g  i s  th e  same assuB çtion as  in  Lord Jim , t h a t  th e re  i s  a  r e a l i t y  
ex te rn a l to  th e  minds o f th e  c h a rac te rs  and th a t  by th e  ju x ta p o s itio n  of 
th e  p o in ts  o f view o f d i f f e r e n t  c h a rac te rs  th a t  r e a l i t y  can be made 
known to  th e  re a d e r . Faulkner sa id  one tim e, f o r  exançxLe, of Absalom. 
Absalom! ;
I  th ink  th a t  no one in d iv id u a l can look  a t  t r u t h .  I t  h jin d s  
you. You look a t  i t  and you see one phase o f i t .  Someone 
e ls e  looks a t  i t  and sees a  s l ig h t ly  awry phase o f i t .  But 
taken a l l  to g e th e r , tdie t r u th  i s  in  td ia t they saw th o u ^  
nobody saw th e  t r u th  i n t a c t ,  . . .  I t  was, a s  you say, 
t h i r t e m  ways of look ing  a t  a  b la c k b ird . But th e  t r u th ,  I  
would l ik e  to  th in k , comes o u t, t h a t  ïdien th e  re a d e r has 
read  a l l  th e se  th i r te e n  d i f f e r e n t  ways of look ing  a t  th e
b lad cb ird , th e  re a d e r has h is  own fo u r te e n th  image o f th a t
b lad cb ird  which I  would l i k e  "to th in k  i s  th e  t r u t h .  ^
I f  one w ere, th e re fo re , to  draw a l i n e  re p re se n tin g  a f i c t i o n a l  
spectrum based on p lo t ,  moving from S ir  W alter S c o tt on th e  l e f t  to  
F in n e g ^ s  Wake on th e  r ig h t ,  he would have to  i l a c e  th e  f i c t io n  o f Conrad
and Faulkner f a r th e r  to  th e  l e f t  than th e  l a t e r  f i c t i o n  of James and s t i l l
f a r th e r  to  th e  l e f t  than  Joycean stream -of-consciousness f i c t i o n .  The 
lo g ic a l ,  n o t ch ro n o lo g ica l, p rogression  towards th e  su b jec tiv e  novel 
would seem to  be, th en , from Conrad to  F au lkner to  James to  Joyce.
pp. 273-274.
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% l 8 argument can be supported by re fe re n ce  once more to  l i t e r ­
ary  rd L atio n sh ip s  among th e se  w r i te r s .  As Ford repeated  over and over, 
Conrad's m asters in  th e  a r t  o f th e  novel were F laubert and Maupassant.^ 
And th o u ^  in  h i s  more expansive moments, a s  in  h i s  breezy The E helish  
Novel; From th e  E a r l i e s t  Davs to  th e  Death o f Joseph Conrad ( f o r  th e  
L ip p in co tt One Hour S e r ie s ) , Ford was q u ite  capable of making James and 
Conrad in tim a te  bedfellow s, he re in ed  h im self in  a t  le a s t  tw ice: once in  
Joseph Conrad to  t e l l  us th a t  Conrad had re se rv a tio n s  abou t th e  l a t e r  
novels o f Henry James, once in  "Techniques" to  deny th a t J'ames ever 
d i r e c t ly  in fluenced  Conrad.^ Now Jam es 's  l a t e r  f ic t io n  adumbrated th e  
stream -of -consciousness n o v e l. ^  But F au lkner, usually  d iscu ssed  as a 
stream -of -consciousness w r i te r ,  read  James "w ithout much p le a su re . Henry 
James to  me was a p r ig , accep t The Turn of th e  Screw, which was very  f in e  
to u r  de fo rc e . . . ." ^  He a lso  denied th e  in flu en ce  of Joyce "o ther 
than  in  th e  t r i c k s  of th e  t r a d e . O n  th e  o th e r hand, as we have seen, 
he re p e a te d ly  expressed h i s  adm iration  f o r  Conrad, These f a c t s ,  in  
a d d itio n  to  h is  in te r e s t ,  l i k e  C onrad 's, in  s to ry , should suggest to  us 
once more th a t  Faulkner belongs r a th e r  to  th e  Conradian t r a d i t io n  than 
th e  Joycean and th a t  t h i s  t r a d i t io n  s tan d s  a  l i t t l e  to one side  o f th e  
Jam esian-Jqycean im pressionism  g e n e ra lly  rep re sen ted  as th e  main l in e  
of development in  th e  tw en tie th  cen tu iy  n o v e l.
p . 25.
^Joseph Conrad, pp . 3 6 , 9^, 195; Southern Review, i  (Ju ly , 1935),
2
Conrad, p .  4-3; Southern Review. I  (Ju ly , 1935)» pp . 24-25. 
^See Edel, The P sycho log ical Novel, pp. 46-57.
p . 16.
% agano. p . 44,
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The-question rem ains, "What i s  Conradian im pressionism ?" Ford 
Madox Ford always d iscussed  i t  in  term s of th e  l i t e r a r y  p r in c ip le s  
and techn iques which he and Conrad worked ou t in  t h e i r  alm ost endless 
conversa tions and c o lla b o ra tio n s—th e i r  w oit on Rom an no  la s te d  f iv e  
y e a rs—a t  th e  tu rn  o f th e  century (1898-1909). H is fundam ental assump­
t io n  in  a l l  th e se  d iscu ss io n s  was th a t  a novel should reproduce as 
n e a r ly  as  p o ss ib le  th e  e f f e c t  o f l i f e . ^  From t h i s  assumption of th e  
n e c e s s ity  o f a kind o f p sycho log ica l v e r is im il i tu d e  were derived  the  
two p r in c ip le s  which he emphasized most h e a v ily . The f i r s t  was the  
a lo o fness o f th e  n o v e l is t .  For Ford i t  was "an obvious and unchanging 
f a c t  th a t  i f  an au thor in tru d e s  h i s  comments in to  th e  middle o f h is  
s to ry  he w i l l  endanger th e  i l lu s io n  conveyed by th a t  s to iy .  . . ."2  
The au thor was supposed to  m ain tain  th e  C rea to r’ s a loofness and objec­
t i v i t y ,  tak in g  th e  p a r t  o f none of h is  c h a rac te rs , f a ls i fy in g  n e ith e r  
th e  is su e s  no r the  a c tio n  in  any way.3 Furtherm ore, "He must n o t 
comment; he must n o t n a r r a te ; he must p re se n t h is  im pressions o f h is  
im aginary a f f a i r s  a s  i f  he had been p resen t a t  them.
Here Ford h a s  run ■together h is  f i r s t  p r in c ip le  and h is  second: 
n o t only must th e  au thor remain a lo o f, bu t he must a lso  ra id e r  h i s  
m a te r ia l r a th e r  than  re p o r t  i t .  "We saw," he  w ro te  in  Joseph Conrad, 
" th a t  L ife  d id  n o t n a r r a te ,  b u t made im pressions on our b ra in s .  We in
^See Henrv James, pp. 70-80,
^The E nglish  Novel, p . 148,
% b id , .  p . 129,
*^The March of L i te r a tu re  (New York: The D ia l P ress , 1938), pp, 840. 
841, See a lso  Thus to  R e v is it , p , 138,
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tu rn , i f  we wished to  produce on you an e f fe c t  of l i f e ,  must n o t n a r­
r a te  b u t ren d er . . . im pressions."^  An in te g ra l  p a r t  of th e  l i f e - l i k e  
ren d erin g  o f  experience was th e  technique which came to  be known as th e  
t im e - s h if t .  In  ex p la in in g  th a t  h i s  Joseph Conrad follow ed exactly  th e  
form ula he and Conrad had evolved, Ford wrote:
For i t  became very  e a r ly  ev id en t to  u s  th a t  what was th e  
m atte r w ith  th e  Novel, and th e  B r it is h  n o v ^  in  p a r t ic u la r  , 
was t h a t  i t  went s t r a i ^ t  forw ard, idiereas in  your gradual 
making acquain tancesh ip  w ith  your fe llow s you never do go 
s t r a ig h t  forw ard. You meet an E n ^ i ^  gentleman a t  your 
go lf d u b .  He i s  beefy , f u l l  o f h e a lth , th e  m oral o f the  
boy from an E n ^ is h  P ub lic  School of th e  f i n e s t  ty p e . You 
d isco v er, g rad u a lly , th a t  he i s  hope lessly  n eu ra sth en ic , 
d ish o n es t in  m a tte rs  o f sm all change, b u t unexpectedly s e l f -  
s a c r i f ic in g ,  a d re a d fu l l i a r  bu t a  most p a in fu lly  c a re fu l 
s tu d en t o f le p id o p te ra  and, f in a l ly ,  from th e  p u b lic  p r in ts ,  
a  b igam ist vdio was once, under another name, hammered on 
th e  Stodc Exchange, . . , S t i l l ,  th e re  he i s ,  th e  beefy , 
f u l l - f e d  fe llo w , moral o f an S k i^ ish  Public  School p roduct.
To g e t such a  man in  f i c t i o n  you could n o t begin  a t  h is  
beginning and woik h i s  l i f e  ch rw io log ically  to  th e  end.
You must f i r s t  g e t him in  w ith  a strong  in p re ss io n , and 
then  work bacdcwards and forw ards over h is  p a s t ,  . . .
That th eo ry  a t  l e a s t  we g radually  evolved, 2
A second assumption which operated  to g e th e r w ith  th e  assunpticjn o f 
p sycho log ica l v e r is im il i tu d e  and i t s  d e r iv a tiv e  p r in c ip le s  was th e  as­
sumption of s e le c tio n , "We a g re e d ," Ford wrote again  in  Joseph Conrad. 
" th a t  th e  whole o f A rt c o n s is ts  in  s e le c t io n ,"3 Ten y e a rs  e a r l i e r ,  in  
Henrv James, he  had w rit te n  th a t  " th e  r e a l  essence o f a r t  i s  a sm se  of 
ap p ro p ria ten ess"  which i s  achieved only when no "extraneous or u n su it­
ab le  m atte r"  appears in  th e  f in ish e d  work,^ L a te r in  th e  same book he
Ip, 182.
^ b i d . .  pp. 129- 130. 
3p. 182.
%>, 19.
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w rote ; "The supreme d iscovery  in  th e  l i t e r a r y  a r t  o f our day i s  th a t  of 
Im pressionism , . • . th e  suprene fu n c tio n  of Im pressionism  i s  s e le c tio n , 
and . • . Mr. James has c a r r ie d  th e  power of s e le c t io n  so f a r  th a t  he 
can c re a te  an inqpression w ith  n o th ing  a t  a l l .  .  .  I n ç l i c i t  he re  i s  
a  d is t in c t io n  between Conradian im pressionism  and th e  n a tu ra lism  of 
Zola o r , perhaps, th e  n a tu r a l i s t i c  rea lism  of Arnold B ennett. That i s ,  
th e  n o v e l is t ic  reproduction of th e  e f fe c t  of l i f e  was to  be achieved, 
n o t th r o u ^  resea rch , docum entation, and th e  p i l in g  up of d e t a i l ,  bu t 
through an a r t i s t i c  s e le c tio n  and arrangem ent of m a te r ia l .
This po in t i s  made d e a r  in  Ford’ s d iscu ss io n  o f two f u r th e r  
p r in c ip le s ,  th e  conceptions of th e  novel as  th e  ren d erin g  of an A ffa ir  
and a s  a p rogression  d ’ e f f e t . L ife , he said  i s  n o t "an a f f a i r  of 
bashings o f sk u lls , p lo ts ,  c o n sp ir in g s ."  I t  " is  r e a l ly  a  m a tte r of 
’a f f a i r s ’ ; o f minute hourly  embarrassments; o f sym pathetic o r  unsympa­
th e t ic  p ersonal co n tac ts ; of little -m arice d  successes and f a i lu r e s ,  of 
queer je a lo u s ie s , o f  muted te rm in a tio n s—a tenuous, f l u t t e r in g ,  and en­
g rossing  f a b r ic .  And in ta n g ib le  I Thus a novel sh o d d  be
a rendering  of an A ffa ir .  We used to  say, I  w i l l  adm it, 
t h a t  a  Subject must be se ized  by th e  th ro a t  u n t i l  th e  l a s t  
drop of dram atic p o s s ib i l i ty  was squeezed ou t o f i t .  I  
suppose we had to  concede t h a t  much to  th e  C ult o f th e  
Strong S itu a tio n . N e v e rth d e ss , a  N ovd was fe e  ren dering  
o f an A ffa ir :  o f one embroilment, one s e t  of em barrassm ents, 
one human c o il, one p sycho log ica l progression* From th i s  
th e  Novel go t i t s  I ln ily . No doubt i t  might have i t s  
caesu ra—o r even sev e ra l; b u t th e se  must be b r o u ^ t  about 
by temperamental pauses, markings o f  tim e when th e  t r e a t ­
ment c a lle d  fo r them. But th e  whole novel was to  be an 
e fe au s tio n  o f a sp e c ts , was to  proceed to  one cu lm ination ,
^P. 152.
to  R ev is it, p .  36.
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to  re v e a l once and f o r  a l l ,  in  th e  " la s t  sen tence, o r  the 
penu ltim ate ; in  th e  l a s t  p ^ a s e ,  o r  th e  one b efo re  i t — 
th e  psycho log ica l s ig n if ic a n c e  o f th e  whole. ^
This n o v d .is t ic  A ffa ir  was to  be , moreover, th e  embroilment of an
"average” human being in  some "normal" p r iv a te  embarrassment, bu t one
vrtiich would epitom ize modem e x is te n c e —th e  c a re fu l ly  se lec ted  p a r t
th u s  standing f o r  th e  whole, ^
Furtherm ore, i t  was to  b e  ren d ered  th r o u ^  a  n o v e lis t ic  p rogres­
sion d*e f f e t  as  th e  l a s t  sen tm o e  quoted above shows; "But the whole 
novel was to  be an exhaustion o f  a sp e c ts , was to  proceed to  one culmina­
t io n .  . . . "  Ford exp lained  in  Joserfi Conrad what he meant by p rogres­
sion  d 'e f f e t : " In  w r i t in g  a novel we agreed  th a t  every word s e t on paper— 
every word s e t  on p ap er—must c a r ry  th e  s to ry  forw ard and, th a t  a s  th e  
s to ry  p rogressed , th e  s to ry  must be c a r r ie d  forw ard f a s t e r  and f a s t e r  
and w ith  more and more in to is i ty ." 3  In  Henrv James, w ithou t using  th e  
term , he had desc rib ed  th e  same e f f e c t  more f u l ly :
So th a t ,  in  sudh a m asterp iece  of I h i s  type  as  Madame Bovary, 
o r  f o r  th e  m a tte r  o f th a t ,  Germinie L acerteux , every  in c i­
d e n t, every word, every ^ p a r e n t  d ig re s s io n , made towards th e  
in e v ita b le  end. . . . .  Of course  th e  r e a l  f in e n e s s  o f the 
a r t  la y  in  concealing  th e  a r t —in  making th e  d ig re s s io n s  
appear l ik e  r e a l  n e ^ ig e n c e s , a s  thqy  appear in  th e  l i f e  we 
le a d .  4
Involved in  th e  a tta n p t  to  c re a te  th e  n o v e l is t ic  progression 
d 'e f f e t  was every techn ique F ord  and Conrad knew, e sp e c ia lly  th e  tim e- 
d i i f t ,  th e  im a g is tic  p a t te rn ,  and j u s t i f i c a t i o n .  T h e ir breaking up of
^Thus to  R e v is it ,  p .  44.
^See TJie p a l i s h  Novel, pp . 128-133; and Iffiley, N ovelist of Three 
W orlds, pp. 5 -6 , 47- 50*' 66, 2^ - 299.
h, 210.
161.
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conventional chronology allowed tiiem to  arrange th e  o rd er of th e  scenes 
and ep isodes, to  jux tapose  them fo r  maximum meaning and in te n s i ty .  I n ­
deed, according to  Hugh Kenner, such juxtaposed scenes "function  a s  
p o e tic  images" in  a  manner s im ila r  to  th o se  of Ezra Pound's Cantos.^ 
Through th ese  f re d .y  juxtaposed  scenes could run th e  im ag is tic  p a tte rn s  
o f th e  work, ty ing  th e  scenes to g e th e r , s e t t in g  up i u ç l i c i t  c o n tra s ts  
and p a r a l le l s ,  and le ad in g  to  th a t  f i n a l  phase which was to  rev ea l " th e  
psycho log ica l s ig n ific a n ce  o f th e  whole"; , .seemed to  le ad  in to  th e  
h e a r t  o f an immense daricness." Moreover, i f  they  had succeeded in  th e i r  
j u s t i f i c a t i o n ,  the  s ig n if ic a n c e  of every d e ta i l  would be illu m in a ted  by 
th e  s to r y 's  in e v ita b le  end.
Before everything a  s to ry  must convey a  sense o f in e v i ta b i l i ty ;  
th a t  which happens in  i t  must seem to  be th e  only  th in g th a t  
could have happened. Of course a ch a rac te r  may cry : " I f  I  had 
then  acted  d i f f e r e n t ly  how d i f f e r e n t  every th ing  would,now be."
The problem of th e  au tho r i s  to  make h i s  then ac tio n  th e  o n ly  
a c tio n  th a t  c h a rac te r  could have ta k e n . I t  must be in e v ita b le , 
because of p a s t i l l n e s s  o r on account o f th e  gradual coming to ­
g e th er of th e  thousand sm all circum stances by id iich D estiny,
»dio i s  in sc ru tab le  and august, w i l l  push us in to  one c e r ta in  
predicam ent.
. . .  as scrupulous a s  was Conrad in  t h i s  m a tte r o f j u s t i f i ­
c a tio n . . . .  He n ev er in troduced  a  c h a ra c te r , however sub­
s id ia ry , w ithout p rov id ing  th a t  c h a rac te r  w iih  an ce s try  and 
h e re d ita ry  c h a r a c te r is t ic s ,  o r a t  l e a s t  w ith home surroundings— 
always supposing t h a t  dx aracte r had any in flu en c e  on th e  in ­
e v i t a b i l i ty  of th e  s to ry . 2
The cum ulative e f fe c t  o f th e  ju x ta p o s itio n s  of scenes and episodes, of 
th e  increm ental r e p e t i t io n  of p a tte rn s  o f imagery, and o f th e  j u s t i f i c a ­
t io n  o f th e  c h a rac te rs ' a c tio n s—th e  convincing e lim in a tio n  of a l te m a -
Poetry o f E zra Pound (N orfolk, Conn.; New D irec tio n s , n .d . ) ,
p . 268.
"Josepb Gonrajd. pp . 204-205, 206.
87
t iv e s —to g e th e r w ith  th e  in c reased  pace of th e  novel towards th e  end, 
should be th e  re a d e r’ s sense of i n e v i t a b i l i ty  which was th e  purposed md 
of a l l  t h i s  a r t ,^  "I depend upon th e  re a d e r look ing  back upon ny s to ry  
as  a  whole.
The o th er general p r in c ip le  on which they agreed, w rote Ford, was
th a t  " the  f i r s t  p rov ince of a  s ty le  i s  to  be unnoticeable,"3
We wanted to  w r i te ,  I  suppose, as  only  Mr. W. H. Hudson w r ite s — 
as simply as th e  g rass  grows. We d e s ire d  to  achieve a  s ty le — 
the  h a b it  of a  s ty le —so sim ple th a t  you would n o tic e  i t  no 
more than  you n o tic e  th e  u n o s ten ta tio u s  covering of th e  South 
Downs. . . .
Our most co n stan t preoccupation , th en , was "to avoid words 
th a t  studs o u t o f se n ta ic e s  e i th e r  by th e i r  b r i l l i a n t  unusual­
ness o r  ih e i r  "amazing ap tn ess ."  For e i th e r  s o r t  of word 
a r r e s t s  th e  a t te n t io n  o f a  re a d e r , and th u s  "hangs up" both  
th e  meaning and th e  cadence of a  p h rase . We . wanted th e  Reader 
to  fo rg e t  th e  W rite r—to  fo rg e t  th a t  he was read in g . We 
wished him to  be hypnotised  in to  th in k in g  th a t  he was l iv in g  
what he read—o r, a t  l e a s t ,  in to  th e  conviction  th a t  he was 
l i s te n in g  to  a  sim ple and in  no way b r i l l i a n t  n a r ra to r  who 
was t e l l i n g —n o t w rit in g —a tru e  s to iy .^
A good s ty le ,  th e re fo re , "began w ith  a  f r e s h , u su a l word, and continued
w ith  f r e s h , u sual words to  th e  en d ."5 Such a s in g le , n a tu ra l  s ty le
could be made in te r e s t in g  by making each sentence "a mosaic of l i t t l e
c re p ita t io n s  o f s u rp r is e ." ^  Ford’ s example i s  th e  catalogue of a  farm
^See C asse ll, Ford Madox Ford, pp. 58, 175, f o r  th e  b e s t  d iscu s­
s ion  of th e  p ro g ressio n  d* e f f e t .
^Conrad “to Meldrum, /Autumn 1902?7, L e tte r s  -bo Bladcwcod. p . I70.
^The March o f L i te r a tu r e , p . 8^3 ; see a lso  Joserii Conrad, p . 193.
*^Thus to  R e v is it , p p . 52-53» According to  Ford, "F laubert and a l l  
h is  horde spen t h a l f  t h e i r  l i v e s  in  th e  p u rs u it  o f th e  mot iu s te —and 
th e  o th e r h a l f  in  mhking su re  th a t  th e  word chosen was n o t too  j u s t e . "
The March o f L i te r a tu re ,  p .  843.
^Joseph Conrad, p . 194.
^"Qn Conrad’ s V ocabulary," The Bookman. LXVII (June, 1928), p . 407.
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s a le  f i l l e d  w ith  c o n tra s ts ;  "L ot 267» P a ir  Rabbit g in s . Lot 268.
Antique powder f la s k .  Lot 269. Malay K ris . Lot 270. Set o f s ix  sp o rtin g  
p r in t s  h y  H erring . Lot 271. S ilv e r  caudle cup , . .  f o r  th a t ,  a s  f a r  as 
i t  goes, has th e  q u a li ty  o f s u r p r i s e ."^
Here, then , a re  th e  m ajor p r in c ip le s  and techn iques o f  Conradian 
im pressionism  a s  Ford rep resen ted  than : th e  assum ptions o f p sycho log ica l 
v e r is im il itu d e  and s e le c tio n , th e  p r in c ip le s  o f th e  au th o r’s a loo f ren ­
derin g  o f an A ffa ir  th r o u ^  a p rogression  d ’e f f e t  and in  a  n a tu ra l  s ty le .  
And Ford’ s d iscu ss io n s  o f than  a re  in d isp en sab le . As Conrad* s in tim a te  
f r ie n d  and c o lla b o ra to r , h e  probably  knew more about what Conrad had 
t r i e d  to  do than  anyone e ls e  except Conrad h im self .2  y e t  h is  d iscu ss io n s  
a re  n o t com pletely r e l i a b le .  One must handle h is  rem iniscences w ith  ca re , 
n o t only  because he was always th e  irq p ress io n ist who was u n in te re s te d  in  
l i t e r a l  f a c t s ,  b u t more im portan tly  because by th e  tim e he w rote h is  
memoirs, he had developed th e  p r in c ip le s  and techn iques in  a s i i ^ t l y  
d i f f e r e n t  d ire c tio n  from Conrad, so th a t  in  many of h i s  sta tem en ts  he 
w rote more about h is  own p ra c t ic e s  than about Conrad’s . 3 He looked bad: 
towards Conrad, th a t  i s ,  n o t on ly  through a Jamesian v e i l  bu t sometimes 
th r o u ^  a Fordian one as w e ll.
This f a c t  becomes d e a r  when one compares what he w rote  o f th ese
1Joseph Conrad, p . 198.
2On th e  co lla b o ra tio n  see D o u ta s  Goldring, Trained For Genius 
(New York; E. P . Dutton & C o l., I n c . ,  1 9 ^ )#  pp . 6oZ^T2Q b-243; and 
Baines, Joseph Conrad, pp . 217-221, 272-292, 3^7-351»
^On F o rd 's  c a re le ssn e ss  w ith  f a c t s  see h i s  "D ed ica tio n ," A n c i e n t  
L ig h ts  (London: Chapman and H a ll, L td .,  1911). p . xv; G oldring, Trained 
f o r  Genius, pp. 22-29, 251 ; and Richard M, Ludwig, "The R eputatiw i o f 
Ford Madox Ford," ?vL k . LXXVI (December, I96I ) ,  p p . .544-551 *
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p r in c ip le s  and techniqiaes w ith  both h i s  p ra c t ic e  and Conrad’ s . H is d is ­
cussion in  Joseph Conrad (1924), fo r  in s ta n c e , o f th e  im p re ss io n is tic  
ren dering  of th e  e f f e c t  of l i f e  i s  a c tu a lly  an ex p lan a tio n , n o t of th e  
Conradian t im e -s h if t ,  b u t o f h is  own c u rre n t p r a c t ic e  o f th e  in te rn a l  
monologue in  Some Do Hot ( 1924) :
A g rea t many n o v e lis ts  have t r e a te d  o f th e  l a t e  war in  terras 
so le ly  o f th e  war: in  terras o f p ip -sq u eak s, tre n c h -c o a ts , 
w ire-aprons, s h e l l s ,  raud, d u s t, and sending th e  bayonet home 
w ith a g ru n t. For th a t  reason  i n t e r e s t  in  th e  l a t e  war i s  
sa id  to  have d ied . But, had you taken  p a r t  a c tu a l ly  in  
those  h o s t i l i t i e s ,  you would know how i n f i n i t e l y  l i t t l e  p a r t  
th e  a c tu a l f i t t i n g  i t s e l f  took in  your ra e n ta li iy . You 
would be ly in g  on your stomach, in  a  b e a s t o f a  funk , w ith  
an immense, h o rr id  German barrage going on a l l  over and 
round you and w ith  h e l l  and a l l  l e t  lo o s e . But, a p a r t from 
th e  o cca s io n a l, p e tu la n t qu estio n : "'When th e  deuce w i l l  o u r 
fe llo w s g e t going and shu t ’em up?*f .your t h o u ^ t s  were 
r e a l ly  concen tra ted  on something q u ite  d i s t a n t :  on your 
d a u ^ te r  M ill ic e n t’ s h a i r ,  on tiie  f a l l  o f  th e  Asquith îSLnis- 
t r y ,  on your f in a n c ia l  predicam ent, on why your reg im enta l 
f e r r e t s  k ep t on dying, on ^Aether L a tin  i s  r e a l ly  necessary  
to  an education . . .
Again, h is  d e sc rip tio n  o f th e  novel a s  th e  ren d e rin g  of an A ffa ir  c le a r ly
i s  based more on h is  own p ra c tic e  in  The Good S o ld ie r  and l a t e r  in  the
Parade’ s End te tra lo g y  than  on Conrad’ s p r a c t ic e .  Conrad came c lo se r  in
Chance to  rendering  an A ffa ir  a s  Ford conceived o f i t  than  in  any o f h is
b e t te r  n o v e ls .^
Above a l l .  Ford’ s  d iscu ss io n s  o f th e  im p re s s io n is tic  s ty le  re v e a l 
h is  own aims and p ra c t ic e s  more than Conrad’ s .  In  f a c t  he adm itted a t  
tim es th a t  Conrad’ s i n t e r e s t  was p rim a rily  in  a  new form f o r  th e  novel, 
h is  own in  "the sim ple expression  of f i n e  shades,"  in  "a l in p id i ty  o f eoc- 
p ress io n  th a t  should make p ro se  seem l i k e  th e  sound of some one ta lk in g
^P. 192. See a lso  Meixner, Ford’ s  H ovd.s. pp. 23-24.
^Sse VBley, N o v e lis t o f Three W orlds, pp . 55» 171.
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in  r a th e r  a  low vo ice  in to  tdie ear of a  person t h a t  he l i k e d , I t  i s  
s ig n if ic a n t  th a t  Ford once c a lle d  Conrad " th e  m aster o f adorned Ehglish ," 
and th a t ,  o f  a l l  Conrad’ s p rose , he expressed adm iration  fo r  only  the 
"serene and b e a u tifu l"  " lim p id ity  o f language" in  The Rover.^  He could 
h a rd ly  have d iscussed  th e  p rose o f "H eart of Daitaiess" o r  Lord Jim in  
term s o f s im p lic ity .
S t i l l ,  in  s p i te  o f th e se  re s e rv a tio n s . Ford’ s d iscu ss io n s  of the  
p r in c ip le s  and techn iques remain in d isp en sab le  as  a  means of approach to  
Conradian im pressionism —and to  Fau lknerian  im pressionism . For i t  should 
n o t be su rp r is in g  to  us by now to  f in d  t h a t  some of th e  p r in c ip le s  and 
techn iques lA ich  Ford eirçjhasized most h e a v ily  apply as w e ll to  Fau lkner’ s 
n ovels  a s  to  Conrad’ s .  This p o in t can be i l l u s t r a t e d  s tr ik in g ly  by re ­
fe ren ce  to  K arl E. Zink’ s very  good c r i t i c a l  esg^y, "William Faulkner: 
Form as E x p erie ice ."3  As h i s  t i t l e  in d ic a te s ,  Zink was in te re s te d  in  
t h i s  a r t i c l e  in  th e  s t ru c tu re  and techn iques of F au lkner’ s novels as 
m a n ife s ta tio n s  of h is  view o f th e  re la t io n s h ip s  o f tim e, th e  p a s t ,  and 
th e  consciousness. Thus he w rote o f th e  long  flashback  in  L ight in  
August which ren d ers  Joe C hrisW as’ s p a s t:  "This ru p tu re  in  th e  forward 
movement of th e  foreground h as  a sound psycho log ica l and s t ru c tu ra l  b a s is . 
I t  i s ,  in  a  r e a l  sense, th e  re c a p itu la t io n  of a l i f e ,  th e  b r i l l i a n t  
a c t i v i ty  o f th e  memory, j u s t  p r io r  to  some extrem ely se r io u s  d ec is io n  o r 
a c t ." ^
^Thus to  R e v is i t , pp. HO, 53; The Bookman. LXVII (June, 1928), p.
405.
^ I t  Was th e  N ig h tin g a le , p . 129; Joseph Conrad, p . 214.
^South A tla n tic  Q u arte rly . L IU  (Ju ly , 1954), pp. 384-403,
^ I ^ . ,  p . 392.
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I t  i s  in te r e s t in g ,  th e re fo re , to  f in d  th a t  Zink, having 
approached F au lkner’ s novels from an e n ti r e ly  d i f f e r e n t  d ire c tio n , 
a rr iv e d  in  h is  d e sc r ip tio n  of Fau lkner’ s s tru c tu re  and techn iques a t  
what amounts to  a d e sc r ip tio n  of th e  Conradian ren d erin g  th r o u ^  the  
tim e -s h if t  and th e  Conradian p ro g ressio n  d’e f f e t . The two "ch a ra c te r­
i s t i c  s t ru c tu ra l  fe a tu re s"  of F au lkner’ s  b est novels a re  a " r e p e t i t iv e ,  
a c c re tiv e , c i r c u la r  movement fo rw ard , . . .  a  method of a cc re tio n  or 
increm ental r e p e t i t io n . " and " th e  psvcho lom callv  ap p ro p ria te  f la s h -  
back."  "Wbricing to g e th e r as they  do, they  s a c r i f ic e ,  o r  a t  l e a s t  
s e r io u s ly  modify, th e  c o n v a itio n a l n a r ra t iv e  l i n e  o f chronolog ical dev­
elopment. . . Moreover, Zink accounts f o r  " th e  unique e x te rn a l diape 
which Faulkner has b r o u ^ t  to  th e  American novd." by re fe ren ce  to  h is  
" s e n s i t iv i ty  . . .  to  th e  f l u i d  q u a li ty  of experience in  tim e,"3  F in a lly , 
in  summarizing th e  e f f e c t  in  F au lkner’ s work o f th e  increm ental r e p e t i ­
t io n  and th e  fla sh b ad c , he  w rote t h a t  th ey  c re a te  "a  unique te x tu re  o r  
su rface  f o r  the  Faulkner n o v e l, a  su rface  which i s ,  a l th o u ^  l in e a r ,  a
 ^South A tla n tic  Q u a rte rly . L III  (Ju ly , 1954), p . 385. v a th  what 
Zink w rite s  about F au lkner’ s method o f increm ental r e p e t i t io n ,  conçare the  
fo llow ing  comment by Morton D. Zabel on Conrad’ s u se  o f  th e  re c u rr in g  in -  
c id a i t :  "The re c u rrin g  in c id e n t (Jim ’ s jump from th e  b o a t. F lo ra ’ s su ic id ­
a l  appearance a t  th e  c l i f f ’ s edge, Mrs. Schomberg’ s shawl)goes beyond th e  
o rd inary  u ses o f th e  l e i t - m o t i f  by making each of i t s  r e p e t i t io n s  serve  
to  mark an expanding r e a l iz a t io n ,  an advancing p e n e tra tio n  o f th e  even t. 
The event th u s  becomes deepened i n  our consciousness and v is io n . Tie 
f a c t  has gained a w ider p e rip h ery  of rd .ev an ce . What seems to  be a t ie d  
p lo t ,  g y ra tin g  a im less ly  around a  s t a t i c  p o in t of obsession , i s  a c tu a lly  
growing in  meaning and m oral im port, tak in g  on a w ider increm ent of 
v a lu e ."  " In tro d u c tio n ,"  The P o r ta b le  Conrad (New Toiic: Tie V iking P ress ,
1952) , . pp. 37- 38.
^ b i d .
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k ind  of montage of juxtaposed  ep isodes and themes commenting i n ç l i c i t l y  
on one an o th er. . . Unique t h i s  s tru c tu re  may b e  in  th e  American 
novel, but i t  comes as no su rp r is e  to  one %ho has read Conrad and idio 
knows of Faulkner’ s read ing  o f Conrad.
Now, to  say th a t  Faulkner belongs to  the Conradian t r a d i t io n  in  
m a tte rs  o f l i t e r a r y  techn ique i s  n o t to  deny the sometimes pronounced 
d iffe re n c e s  bettfeen th e  two w r i te r s  o r  to  impugn th e  o ther v a lid  ap­
proaches to  Faulkner’ s a r t .  I t  i s  to  a ttem pt to throw  l i ^ t  on h i th e r to  
shadowed areas  of h i s  tech n iq u e . Zink’ s d iscu ssio n s of F au lk n e r 's  Berg- 
sonian id eas  (^Aether o r  n o t he  g o t them d ire c t ly  frtrni Bergson) o f th e  
f lu x  of experience and d u ra tio n —th e  emphasis on p ^ c h o lo g ic a l  tim e, th e  
p re sen tn ess  o f th e  p a s t—and o f  th e  re la tio n sh ip  between those  id e a s  and 
th e  form and techniques o f h is  n o v e ls  a re  very  p e rc ep tiv e .^  So a r e  many 
o f th e  d iscu ssio n s  o f Faulkner a s  a  Joycean stream -of -consciousness 
w r i te r .  He i s  one, o f course, in  The Sound and th e  Furv and ^  I  Lav 
Dying, bu t he  i s  a lso , even in  th e se  n o v e ls , a  Conradian in p re s s io n is t . 
He fu sed  th e  techniques o f both  men to  produce a new kind  of woik, a  
stream -of -consciousness novel which emphasizes ac tio n  (s to ry , p lo t)  as 
w e ll as su b jec tiv e  experience .^
He achieved th i s  r e s u l t  by sometimes making th e  monologues o f h is  
c h a ra c te rs  in te rn a l  only  in  appearance. Swiggart s ta t e s  th e  p o in t as
 ^South A tla n tic  Q u arte rly . L IU  (Ju ly , 195^), p . 391.
% ee a lso  h is  "Flux and th e  Frozen Moment; The Imagery of S ta s is  
in  Faulkner’ s P rose ,"  .PMjA, LXXI (June , 1956), pp. 285-301.
^As Swiggart p u ts  i t  in  The A rt o f FauCmer» s Novels, p . 6k ,  "One 
m ight c a l l  F a u lk n e r 's  use  o f th e  monologue technique a  d e lib e ra te  mis­
understanding  of Freudian th eo ry  and Joycean p ra c t ic e ."
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fo llow s;
In  th e  opening monologue o f The Sound and th e  Furv Faulk­
n e r g ives th e  im pression "tiiat an id io t%  unconscious mind i s  
somehow re s p o n s it le  f o r  th e  n a r ra t io n .  But th e  fu n c tio n  of 
th e  monologue i s  to  p rov ide  dram atic  eoqposition ■tdiile 
c re a tin g  the  m isleading  atmosphere o f psycholog ical chaos.
A m ajor p o rtio n  of th e  monologue i s  devoted to  ac tio n s  
•vdiich th e  id io t  cannot understand  and to  conversations 
which do no t invo lve  him. In s te a d  o f try in g  to  explore 
an i d i o t 's  mind—an absurd tadcw -Faulkner adopts a n a r ra ­
t iv e  p o in t o f view which fo llow s B en jy 's  a c tio n s  b u t r e ­
p o r ts  in  a  detached and im personal manner •vdiat th e  id io t  
sees and experiences. The events id iich a re  n a r ra te d  
occur in  sev e ra l c o n tra s ted  la y e r s  o f tim e. Each la y e r  o r 
chronolog ical grouping i s  d iv id ed  in to  fragm ents, which 
a re  rearranged  to  g ive th e  im pression of a  p r im itiv e  chain 
o f a s so c ia tio n . Ihese  d iso rg an ized  episodes a re  l a t e r  
recognized by th e  re a d e r  as  in tro d u c in g  key scenes o r  
^nabol p a tte rn s  which re c u r in  more i n t e l l i g i b l e  co n tex ts . ^
In  o th e r words, B en jy 's  mind serv es  as  a k ind  of tra n sp a re n t medium
th r o u ^  which th e  read e r experiences o b je c tiv e ly  rendered  sem es :
"What do you w ant." Jason s a id . He had h i s  hands in  h is  
pockets and a  p e n c il b d iin d  h i s  e a r .
"We*re going to  th e  cem etery." Ito ther s a id .
"ALL r i ^ i t . "  Jason s a id . " I . don t aim to  s to p  you, do
I .  Was th a t  a U  you wanted w ith  me, j u s t  to  t e l l  me th a t ."
" I know you wont come." Mother s a id .  "I*d f e e l  s a fe r  
i f  you would."
"Safe from .xdiat," Jason s a id . "F ather and Quentin can t 
h u r t  you."
M other.p u t h e r  handkerch ief under h e r  v e i l .  "Stop i t .
M other," Jason s a id .  "Do you want to  ge t th a t  damn loony 
to  bawling in  th e  middle of th e  square . Drive on, T. P ."
"Hum up, Queenie." T. P . s a id .2
The same th in g  i s  tru e  a t  tim es o f th e  monologues of Quentin and
Jason .3  Th%r appear to  be re g u la r  in te r n a l  monologues because Faulkner 
used a s so c ia tio n a l lo g ic  r a th e r  than  s t r i c t  chronology to  o rd e r the
'*The A rt o f Faulkner* s  N ovels. Compare R ichard Chase, ühe American 
Novel and i t s  T ra d itio n , p . 22é .
Sound and th e  Furv. p . 31. %  i t a l i c s .
See A figgart, The A rt of Faulkner* s N ovels, pp. 61-70.
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scenes and because he used i t a l i c s  and, sometimes, th e  lack  of punctua­
t io n  to  g ive them an unconventional appearance. Probably, moreover, the  
f a c t  th a t  they  a re  p re sen ted  in  th e  f i r s t  person makes us accept them 
even more u n c r i t ic a l ly  a s  in te rn a l  monologues than th ird -p e rso n  presen­
ta t io n  would. Y et long  scenes, o s ten s ib ly  a p a r t  o f th e  flow  of the 
p a s t  through the  c h a r a c te r 's  consciousness, a re  a c tu a lly  im personally 
rendered  through d ia lo g u e . The fo llow ing example from J a s o n 's  monologue 
i s  p a r t  o f a long scene in  which Jason him self f ig u re s  only in d ir e c tly .
"Hush, Miss C ahline, " D ilsey  says, "You gwine wake h e r 
up."
"In  th e re?"  Mother says, "To be contam inated by th a t  
atmosphere? I t ' l l  be hard enough as i t  i s ,  w ith  th e  h e r i t ­
age she a lread y  h a s ."
"Hush," F a th e r says, "Dont be s i l l y ."
"Why a in t  she gwine s leep  in  h e re ,"  D ilsey says, "In 
t h e . same' room whar I  p u t h e r ma to  bed ev 'y  n ig h t o f h e r  
l i f e  s in ce  she was b ig  enough to  sleep  by h e r s e l f ."
'You don t know, " Mother says, "To have ny own daughter 
c a s t o ff  by her husband. Poor l i t t l e  innocent baby, " she 
says, look ing  a t  Q uentin . 'You w il l  never know th e  su f­
fe r in g  you 've  caused ."
"Hush, C aro lin e ,"  F a th er says.^
Thus, the  w itn e s s -n a r ra to r  o f F a u lk n e r 's  l a t e r ,  more Conradian n o v ^ s  i s  
foreshadowed in  h is  stream -of-consciousness f i c t io n .
Above a l l ,  Fau lkner i s  a  Conradian im p re ss io n is t in  th e  sense in  
which Guerard uses th e  p h rase . According to  him, " th is  i s  what s e ts  
Conrad a p a r t from any e a r l i e r  E nglish  n o v e lis t:  h is  c re a tio n  of c o n f l ic t  
in  th e  re a d e r, and h is  f in e  c o n tro l o f th a t  conflict. "2 H is v eh ic le  fo r  
th e  c rea tio n  o f  t h i s  c o n f l ic t  was th e  im p ressio n ist novel such as Lord 
Jim :
I t  appears a t  th e  tu rn  o f  th e  century as  th e  f i r s t  novel in  a
~*The Sound and th e  Furv. p . 216.
P- 59.
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new form; a form bent on invo lv ing  and im p lica tin g  th e  
read er in  a p^cho-m oral drama which has no eagy so lu tio n , 
and ben t on engaging h is  s e n s ib i l i t i e s  more s trenuously  
and even more uncomfortably than ever b e fo re . An essen­
t i a l  n o v e lty , though borrowed perhaps f ra n  th e  mystery o r 
"po lice" t a l e ,  i s  to  fo rce  upon th e  read er an a c t iv e , exp lo r­
a to ry , o rgan iz ing  ro le ;  compel him, alm ost, to  c o lla b o ra te  
in  th e  w ritin g  o f th e  nov e l. Ford Madox Ford lik e d  to  de­
f in e  th e  im p ressio n ist aim as  a h ig h e r rea lism : to  come 
c lo se r to  a c tu a l l i f e  by p resen tin g  experience a s  a  sen s i­
t iv e  w itness  would re c e iv e  i t —c asu a lly , d ig re s s iv e ly , w ith ­
ou t lo g ic a l  o rd e r. But th e  game i s  a  more s i n i s t e r  one than  
th a t .  We c e r ta in ly  do n o t re ce iv e  th e  f a c ts  o f  Lord J im 's  
l i f e  in  th e  o rder th a t  a  c i t iz e n  and observer o f  1880, say 
Marlow h im self, would have receiv ed  them. The d ig re ss iv e  
method does indeed convey th e  " fe e l"  o f l i f e .  But th e  
im p ress io n is t aim is  to  achieve a  f u l l e r  t r u th  than rea lism  
can, i f  necessary  by "cheating"; and to  c rea te  in  th e  re a d e r 
an i n t r i c a te  p lay  of emotion and a  r i c h  c o n f l ic t  o f  sympathy 
and judgment, a p ro v is io n a l bafflem ent in  th e  fa c e  o f  ex­
p erien ce  which tu rn s  ou t to  be more com plicated than  we 
ever would have dreamed. This aim i s  p re sen t even in  the  
spare and u n in te l le c tu a l  The G reat Gatsbv. c e r ta in ly  in  
th e  end less Remembrance o f Things P a s t , even (s in c e  every­
th in g  i s  p re sen t th ere) in  O lvsses. But th e  culm inating 
triumph o f Conradian im pressionism  i s  Absalom. Absalom1'
The read e r i s  im plicated  in  t h i s  psycho-moral drama, f i r s t  of a l l ,  
a s  Mr. Guerard suggests, ly  h is  sheer d i f f i c u l ty  in  read ing  i t .  The 
b a s ic  convention of th is  im pressionism , " th a t  th e  read e r (who i s  merely 
' l i s t e n in g  i n ')  knows as much as th e  n a r r a to r 's  nominal l i s t e n e r s ,"  
ensures h is  concentrated a t te n t io n ,  i f  he i s  to  make sense o f what he 
r e a d s .2 Then he i s  im plicated  by the e lan en t o f  c o n f l ic t  between him and
IçTN, pp. 126- 127, An in te r e s t in g  n o te  on th e  c r i t i c a l  Z e i tg e is t  
i s  th e  f a c t  th a t  in  h is  e x c e lle n t % e P oetry  o f Experience (New Yojrfk; 
Random House, 1957), Robert Langbaum d iscu sse s  rom antic and post-rom an­
t i c  p o e try - in  term s o f  sympathy and judgment. See e sp e c ia lly  Chapter I I ,  
"The Dramatic Monologue: Sympathy versus Judgment," pp. 75-108,
Ib id . . p . 135. This p a r t ic u la r  p o in t o f  G uerard 's  was a n tic ip a te d  
hy th e  French c r i t i c  Hubert Ju in  in  h is  "L 'Univers Clos de W illiam  Faulk­
n e r ,"  Egpjrf-t. XXIV (November, 1956). On. pages 704-705 Ju in  w r i te s ,
"L ' au teu r p recede, dans 1 ' expose des f a i t s ,  comme s i  l e  le c te u r  é t a i t  
a v e r t i  d e ja  de to u te s  le s  c irco n stan ces—circo n stan ces  qu i ne vont se 
d é v o ile r  que p e t i t  a p e t i t  e t  f o r t  len tem ent, a f in  que s 'e n tre t ie n n e  e t  
s u b s is te  l ' i l l u s i o n  prem iere: l e  le c te u r  e s t  dans l e  l i v r e , "
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th e  n a r ra to r .  Q uite n a tu ra l ly  th e  re ad e r w il l  wish a t  f i r s t  to  id e n tify
h im self w ith  th e  "hero” o f  th e  s to ry . He soon le a r n s ,  however, tha t
Jim  i s  an unconventional, unheroic h e ro , and so he w i l l  tend  n ex t to
id e n t i fy  w ith  Marlow, th e  n a r ra to r .  But i f  he i s  a very  c a re fu l reader,
he  f in d s  th a t  he cannot f u l l y  t r u s t  Marlow e i th e r :
He i s  a considerab ly  more le n ie n t  w itn ess  than  h i s  a u s te re  
m o ra liz ing  tone  su g g ests . On v a rio u s  occasions he b rin g s  
in  th e  damaging evidence (he i s ,  a f t e r  a l l ,  o b lig ed  to  b ring  
i t  in )  very ca su a lly  and ^ g r e s s i v d y ,  as  though in v i t in g  us 
to  overlook i t .  So to o , idien we a re  in c lin e d  to  judge 
h a rsh ly , Marlow d iv e r ts  our a t te n tio n  from th e  su ffe r in g ,
"burning" Jim to  th o se  who m erely r o t  in  th e  backgroimd, o r  
who l i v e ,  s a fe ly  in  a  w orld of u n te s ted  r e c t i tu d e ,  "You* ve 
been t r i e d ,"  Jim  h a s , a t  l e a s t ,  been te s te d  and t r i e d .
Therefore he e x is t s ,  Marlow evokes both sY“Ç>athy and a 
more le n ie n t  judgment whenever he  reminds us o f th o se  who 
a re  s a fe ; Marlow’ s l i s t e n e r s ,  o r Jim ’ s f a th e r  sending h i s  
four-page  l e t t e r  of "easy m o ra lity  and fam ily  news," o r  th e  
to u r i s t s  in  th e  Malabar H otel where Jim  begins h i s  s to ry , '
Ihe  read er must f i n a l l y ,  th e re fo re , as in  l i f e ,  woric ou t from th e  
d a ta  b e fo re  him—and Conrad and Faulkner, as  we have seen, always make 
a v a ila b le  in  th e  novd. th e  d a ta  necessary  f o r  th e  r e a d e r ’s  co rrection  
o f a c h a ra c te r’ s p o in t o f view—h i s  own balance of sympathy f o r  Jim (o r 
Sutpen) and judgment of him , 2 Such a  f u l l  commitment to  th e  novel may 
re q u ire  one o r sev e ra l re -re a d in g s , and, in  f a c t ,  as  Guerard says, the 
im p lic i t  assumption o f th e  modem a r t  novel i s  " th a t  a se r io u s  novel l i k e  
a se rio u s  poem i s  meant to  be read more than  o n ce ,"3 Furtherm ore, these 
re -re a d in g s  can be even more rew arding than  th e  f i r s t  one.
IçTN, pp. 153-15^.
%_bid, .  pp, 152- 169, For a  d iscu ss io n  of modem n o v e lis ts  viio do 
n o t make a v a ila b le  in  t h e i r  novd.s e n o u ^  d a ta  f o r  us to  ludge th e i r  
d ia r a c te r s ,  see Booth, R hetoric  o f  F ic t io n , pp , 377-398,
p . 155.
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The mere fa c tu a l  m y ste ries  a re  solved, and no lo n g e r p re ­
occupy u s . . « . But now ty  th e  same token we can watch 
th e  drama of moral ambiguity as such, and th e  mechanisms 
o f decep tion ; and can watch th e  observers o r n a r r a to r s  of 
th e  a c tio n , th e i r  m istakes, t h e i r  w ithheld  o r  grudging 
commitments. The human s i tu a t io n  becomes more r a th e r  than 
l e s s  complex. Yet we a re  a t  th e  same tim e somewhat f r e e r  
to  observe a r t  a s  a r t :  th e  game of management and grouping 
and p e rsp e c tiv e . And m a tte rs  th a t  merely b a ff le d  o r  exas­
p e ra ted  a t  f i r s t ,  n o tab ly  the " ir re le v a n t"  d ig re s s io n s , 
assume an i ro n ic  o r  c la r i f y in g , fo rc e . 1
This "game of management and grouping and p e rsp ec tiv e"  i s  I  th in k , 
what Guerard means t y  " d ie a tin g ."  Conrad was n o t in te r e s te d ,  th a t  i s ,  
m erely in  p re sen tin g  th e  f a c t s  of Jim» s s to ry  in  l i f e l i k e  o rd er. He 
a rranged  h i s  in c id e n ts  in  th e  most e f fe c t iv e  a r t i s t i c  o rd e r . Nor was he 
p rim a rily  in te r e s te d  in  th e  lo g ic a l  s e lf -c o n s is te n c y  of h is  manner of 
p re se n ta tio n  o f a  s to ry . I f  he f e l t  i t  n ecessa iy , he would v io la te  th e  
te n e ts  o f ;d ia t Guerard c a l l s  "Jamesian lo g ic "  in  o rd e r to  communicate 
more e f fe c t iv e ly  w ith  h i s  re a d e r . There a re , f o r  in s ta n c e , in  both The 
N igger o f ttie  Naarcissus and Under Western Eves, a number o f lo g ic a l v io ­
l a t io n s  o f th e  e s ta b lish e d  p o in t o f view which have ex erc ised  c r i t i c s .  2 
But Guerard* s answer to  th e  " lo g ic ian s"  i s ,  I  b e lie v e , f i n a l :
The c la s s ic  answer to  such lo g ic  i s  th a t  a l l  eggs come 
from  th e  same bade e t .  I t  may be given more lu c id ly  th u s : 
idle b e s t  n a r r a t iv e  techn ique i s  idle one id iich , however 
im p erfec t lo g ic a l ly ,  e n l i s t s  th e  a u th o r 's  c re a tiv e  en erg ies  
and f u l l y  exp lo res  h is  su b je c t . We need only  demand th a t  
th e  changes in  p o in t of view n o t v io la te  th e  reader» s 
l a r g e r  su sta in ed  v is io n  of th e  dram atized ex p erien ce .3
l i k e  Conrad, Faulkner was in te re s te d  only  in  th e  nK)st e f fe c t iv e  
way to  p re se n t h i s  s to ry  to  th e  re a d e r. I l l o g ic a l ly ,  th e re fo re , he re p -
^CPJ. p . 130.
^ i d . .  pp . 106-107, 248-249.
3 lb id . . p . 107. See a lso  Booth, The R heto ric  o f  F ic tio n , pp. 58- 59.
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re s a i te d  in te rn a l  monologues in  th e  f i r s t  person . The r e s u l t  i s  th a t  
th e  ch a rac te r must sometimes seem to  th in k  r a t io n a l ly  what a re  in  f a c t  
th ird -p e rso n  a r t ic u la t io n s  o f h is  in a r t i c u la te  though t, though Faulkner 
d id  sometimes s e t  th e se  passages o f f  in  i t a l i c s ,  as  in  th e  fo llow ing ex­
ample from one of Dewqy D e ll’ s monologues: "That’ s what they mean ^  
th e  womb o f tim e; th e  aeonv and th e  d e sp a ir  of spreading bones, t ^  hard 
g ird le  in  wfaidi l i e  th e  ou traged  e n t r a i l s  o f ev en ts ."^ A ctually  th e  
monologues a re  f re q u e n tly  sem iom niscient accounts " in  which th e  th i r d  
person  detached vo ice  i s  a r b i t r a r i l y  rep laced  by th e  f i r s t  person ’I , ’
The n a r ra to r  r e ta in s  h is  freedom, bu t th e  p re te n se  i s  n ev erth e le ss  e s ta b ­
l is h e d  th a t  th e  c h a ra c te r  i s  t e l l i n g  h is  own s t o r y . "2 ]ji o th e r words, 
as e a r ly  as ^  I  Lag: Dying Fau lkner used th e  heigh tened  rh e to r ic  of 
" th e  Faulknerian  o v e rrid in g  consciousness and v o ice , f r e e  to  blend w ith  
o th e r consciousnesses w ith o u t lo s in g  iro n y  and f r e e  to  blend w ith o th e r 
vo ices  w ithout lo s in g  r i c h n e s s . D a r i ’ s monologues o f f e r  th e  b e s t  
examples:
The r iv e r  i t s e l f  i s  n o t a hundred y a rd s  a c ro ss , and pa 
and Vernon and Vardaman and Dewey D d l  a re  th e  only th in g s  
in  s i ^ t  n o t o f th a t  s in g le  monotony o f  d e so la tio n  lean in g  
w ith  th a t  t e r r i f i c  q u a l i ty  a l i t t l e  from r ig h t  to  l e f t ,  as 
though we had reached th e  p la ce  where th e  motion o f the  
wasted world a c c e le ra te s  j u s t  befo re  th e  f i n a l  p re c ip ic e .
Yet they  appear dw arfed. I t  i s  as  though th e  space be­
tween us were tim e: an ir re v o c a b le  q u a l i ty .  I t  i s  as 
though tim e, no lo n g e r running s t r a i ^ t  b e fo re  us in  a  dim­
in ish in g  l in e ,  now ru n s  p a r a l l ^  between us l i k e  a  looping
J. Lag Dying, p . 422.
^Swiggart, Hie A rt o f Fau lkner’ s H ovd.s. p .  70.
^Guerard, CTN. p . 209.
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s tr in g ,  th e  d is ta n ce  being th e  doubling a c c re tio n  of th e  
th read  and n o t th e  in te rv a l between. "I
For Faulkner a s  fo r  Conrad th e  in te n s i ty  o f  th e  v is io n  f o r  th e  read er 
was more in p o r ta n t than th e  Jamesian o r Joycean lo g ic  of r e a l i s t i c  p re ­
se n ta tio n . %
That C onrad's m anipulation o f h is  re a d e rs ' f e e l in g s  was conscious 
and d e lib e ra te  th e re  can be no doubt. In  a bode rev ie if in  1904 he made 
th e  d i s t in c t io n  between th e  t r a d i t io n a l  E n ^ is h  novel and th e  kind of 
novel he w o te :  "The n a tio n a l English n o v e l is t  seldom reg a rd s  h is  work— 
th e  e x e rc ise  o f  h is  a r t —as an achievement o f a c tiv e  l i f e  by which he 
w i l l  produce c e r ta in  d e f in i te  e f fe c ts  upon th e  emotions o f h i s  re a d e rs , 
bu t simply as  an in s t in c t iv e ,  o ften  unreasoned, outpouring o f h is  own 
em otions."^ And in  a l e t t e r  to  David S. Meldrum he eoqlained  h is  p ro ­
cedure in  "The End of th e  Tether" v i r t u a l ly  in  term s of th e  a t t e j ç t  to  
arouse in  th e  re a d e r  a  c o n f l ic t  between syrqpathy and judgment;
I  am h earten ed  g re a tly  ty  what you say o f th e  w retched 
"T e th er" . Ihe  o ld  man does n o t wobble i t  seems to  me. The 
E l l i o t  episode has a fundamental s ig n if ic a n c e  in  so f a r  th a t  
i t  e x h ib its  th e  f i r s t  weakening o f o ld  VJhalley' s c h a rac te r  
b e fo re  th e  a s s a u l t  o f poverty . As you n o tic e  he says no th ing  
o f h i s  p o s it io n  b u t goes o ff and ta k es  advantage o f th e  in ­
fo rm ation . At th e  same time i t  g ives me th e  o p p ortun ity  to  
in tro d u ce  Massy from way back w ithout th e  form al n a r ra t iv e  
paragraphs. But th e  episode i s  m ainly th e  f i r s t  sign of
^As I  Lgz; ty in g , p . 443; see a lso  pp . 345-346, 366, 373, 413.
^In The R h eto ric  of F ic t io n , pp . 42-60, Booth argues th a t  James 
too was p rim a rily  in te r e s te d  in  th e  e f f e c t  on th e  re a d e r, t h a t  Jamesian 
c r i t i c s  a re  re sp o n s ib le  f o r  tu rn in g  h i s  im personal n a r ra t io n  in to  an 
end in  i t s e l f  r a th e r  than  a  means to  th e  end o f  a more in te n se  i l lu s io n  
of r e a l i t y ;  even so, "Jam esian lo g ic "  i s  a  good phrase  f o r  cu rren t 
c r i t i c a l  c l ic h e s , p o ss ib ly  degenerate  b u t s t i l l  de riv ed  from James.
^"A (Ranee a t  Two Books," L as t Essavs (Garden C ity , N. Y.: Double­
day, Page & Co., 1926) ,  p . 132.,
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t h a t  f a t e  we 03177 w ith in  u s . A c h a rac te r  l i k e  Tiihalley's 
cannot cease to  be fran k  w ith im punity. He i s  n o t fran k  
w ith  h i s  o ld  f r ie n d —such as th e  o ld  f r ie n d  i s .  F or, i f  
E l l io t  had been a  genuine s o r t  of man W halley 's secrecy 
would have been th a t  o f an in to le ra b le  fo o l .  (Rie pathos f o r  
me i s  in  t h i s  th a t  th e  concealment o f  h i s  eoctremiiy i s  as i t  
were fo rced  upon him. EeverthdLess i t  i s  weakness—i t  i s  
d e te r io ra t io n .  Next he conveys a s o r t  o f f a l s e  im pression 
to  Massy—-on ju s t i f i a b l e  grounds. I  in d ic a te  th e  p rog ress  
of the  shaking th e  ch a rac te r  re c e iv e s  and make i t  p o ss ib le  
th u s  to  by and by p re sen t th e  man a s  concealing the  oncoming 
of b lin d n ess—and so on; t i l l  a t  l e a s t  he conceals th e  crim­
in a l  wrecking of h is  sh ip  by com itting  s u ic id e . And always 
th e re  i s  j u s t  th a t  shadow, th a t  ^ o s t  o f ju s t i f i c a t io n  which 
should secure th e  sympathy of th e  r e a d e r . '
F in a l ly , th e re  i s  th e  testim ony of Ford th a t  Conrad's s tro n g e s t passion  
was th e  d e s ire  " to  convey v ic a r io u s  experience to  th e  re a d e r ,"  and th a t  
h is  a r t i s t i c  d is c ip l in e ,  h is  study of techn ique, was a means to  t h i s  end.^ 
fcuerard i s  l e s s  than  f a i r  in  implying th a t  f o r  Ford the im p re ss io n is t 
a i r  was always "a h igher re a lism ."  Ford was aware th a t  th e  t e s t  of th e  
technique was i t s  e f fe c t  on th e  read er, th o u ^  he u su a lly  d iscussed  te ch ­
nique in  term s of " in te re s tin g "  o r "p leasing" th e  re a d e r .)
On th e  o th e r hand, Faulkner always m aintained th a t  he w rote f o r  
h im se lf, n o t th e  re a d e r . "*I th ink  I  have w ritte n  a l o t  and sen t i t  o ff  
to  p r i n t  b e fo re  I  a c tu a lly  re a l iz e d  s tra n g e rs  might read  i t , "  he w rote 
Malcolm C ow ley. 3 j\nd he to ld  a c la s s  a t  % e U n iversity  o f V irg in ia  the  
same th in g , con tinu ing , " I  s t i l l  w rite  i t  because i t  w orries  me so much 
I 'v e  g o t to  g e t r i d  o f  i t ,  and so I  pu t i t  on p a p e r . I n  ano ther c la s s  
se ss io n , however, he probably came c lo se r  to  the  tdiole t r u th :
^/Autumn 1902?/, L e tte r s  to  Blackwood, pp. I 69- I 7O.
81-32.
^The E h g l i^  Novel, p . 1^5» See a lso  Thus to  R e v is it , pp. 9-10,
% : I I I ,  p . 96. 
p . 14.
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I  have w rit te n  th re e  m anuscripts th a t  never d id  q u ite  p lease  
me and I  burned them up. But i t ’ s —you t r y  and you t r y  and 
you t r y  to  do th e  b e s t  you can to  make something which to  
you was p a ss io n a te  and moving» so p assio n a te  and moving 
th a t  i t  wouldn’ t  l e t  you alone you had to  w rite  i t ,  and then 
you do th e  b e s t  you can to  make i t  a s  p ass io n a te  and moving 
to  anyone vh o  re a d s  i t  as i t  was to  you, because i t  seems 
worth -sdiile, w orth doing."*
This sounds more l i k e  th e  Faulkner who subm itted th e  m anuscript of The
Sound and th e  Fury to  p u b lish e rs  fo u rteen  tim es befo re  i t  was accepted.
In  any case, w hether he in tended to  o r n o t, Fau lkner, ty  using 
in  h i s  works a  g re a t many of th e  techniques of Conrad, ad iieved  th e  same 
r e s u l t  as  Conrad, th a t  o f invo lv ing  th e  read er in  h i s  novels to  an e x tra ­
ord inary  deg ree . On t h i s  p o in t Fau lkner’ s c r i t i c s  a re  ag reed .^  Thus 
Conradian im pressionism  goes bqyond the  attem pt to  ren d er th e  e f fe c t  of 
ex te rn a l experience on ü ie  mind of an ob serv er. D is tingu ished  from 
Jam esian-Joycean f i c t i o n  by i t s  anphasis on s to ry  and ty  i t s  u se , some­
tim es, of i l l o g i c a l  means, i t  i s  th e  attem pt to  seduce th e  read er th r o u ^  
sp e c if ic  a r t i s t i c  tech n iq u es  (ren d erin g , p rogression  d* e f f e t ) , to  draw 
him in to  th e  s to ry  and invo lve  him as  a  p a r t ic ip a n t  in  th e  experience, 
Tidiose in te n s i ty —because he i s  so deeply involved—sometimes approaches 
t h a t  o f  th e  Greek and E lizabe than  tra g e d ie s .
The fo llow ing  ch ap te rs  tu rn  now to  the  novels them selves f o r  a 
more concrete  d iscu ss io n  o f th e  p r in c ip le s  and techniques cf Gcairadian- 
F au lknerian  im pressionism  in  a c tio n .
%D. p . 85,  %  i t a l i c s .
^See Howe, W illiam  F au lk n er.p p . 111-112; O’Connor, The TanriLed 
F i r e , pp. 86, I 6I ;  Sw iggart, The A rt o f Faulkner’ s H ovels, pp. 79, 84, 
203; and Booth, R h eto ric  o f F ic t io n , p p . 304-308.
CHAPTER n i
Conrad has been fo r tu n a te  in  h i s  c r i t i c s ,  e sp e c ia lly  in  th o se  -who 
have been in s tru m en ta l in  th e  p o s t «World War U  re v iv a l o f h is  w orks.
Such men as  Guerard, H ew itt, L eav is, Warren, and Zabel re p re se n t the_ 
ra th e r  c o n s is te n tly  h ig h  le v d . o f c r i t ic is m  which by now has e s ta b lish e d  
th e  l iv in g  Conradian canon as  th o se  s to r ie s  and novels w r it te n  between 
1897 (The Nigger o f th e  N arcissus) and 1910 (Under W estern Eves) and has 
described  th e  e s s e n t ia l  eLanents of Conrad's a r t —sometimes so w ell th a t  
f u r th e r  comment seems unnecessary.^ L eav is, f o r  example, se ized  on Con­
r a d 's  v iv id , concre te  rendering  of h is  m a te r ia l as h i s  g re a te s t  s tre n g th  
and d isp layed  th a t  s tre n g th  so f u l l y  th a t  th e re  i s  l i t t l e  p o in t h e re  in  
making an is s u e  of th e  tech n iq u e .^  One example from Lord Jim w i l l  demon­
s t r a t e  perhaps how f u l l y  Conrad's ren d e rin g  sometimes answers to  F o rd 's  
th e o re t ic a l  requ irem en ts. In  th e  fo llo w in g  passage fiK>m Marlow's in t e r ­
view w ith  th e  French L ieu ten an t, only th e  f i f t h  sentence of th e  second
^Guerard, CIN; D o u ta s  H ew itt, Conrad; A Reassessment (Cambridge; 
Bowes & Bowes, 1952); F . R, L eav is, "Joseph Conrad," The G reat T ra d it io n , 
p p . 211-272; Robert Penn Warren, " In tro d u c tio n ,"  Nostromo '(Near Yoric; îhe  
Modem L ib rary , 1951); Morton Dataien Zabel, "Conrad," G raft And C haracter 
in  Modem F ic tio n , pp . 147-227.
^% e G reat T ra d itio n , pp . 212-216. See a lso  H arold E, D avis, 
"C onrad 's R evisions o f The S e c re t A eant; A Study in  L i te r a ry  Im pression­
ism, " ModignLgiguagg XIX (September, 1958), 2 4 ^2 5 4 . Davis
(p . 245) c a l l s  ren d erin g  " th e  b a s ic  te n e t  o f  l i t e r a r y  im pressionism  as  
Ford, James, and Crane d efined  i t . "
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paragraph o f fe rs  comment. The r e s t  o f th e  m a te ria l i s  rendered  v ividly» 
c o n c re te ly , d ram atically»  and th e  meaning i s  l e f t  im p l ic i t ,
" ' I  am ^ a d  to  see  you tak in g  a  le n ie n t  v ie w ,' I  s a id .
'H is  own fe e l in g  in  th e  m atte r was—ah ! —hopefu l » and • ,
"The d iu f f le  o f  h i s  f e e t  under Ih e  tahLe In tez ru p ted  me.
He drew up h i s  heavy e y e lid s . Drew t p ,  I  say—« o  o th e r  ex­
p ress io n  can d e sc rib e  th e  steady d e lib e ra t io n  o f the  a c t— 
and a t  l a s t  was d isc lo se d  com pletely to  me. I  was confronted 
by two narrow grey c i r c l e t s ,  l i k e  two t in y  s te e l  r in g s  arom d 
th e  profound b la d m e ss  o f th e  p u p i ls .  The sharp  g lance, 
coming from th a t  m assive body» gave a no tion  o f eactreme 
e ff ic ie n c y , l i k e  a  razor-edge  on a  b a t t le - a x e .  'P a rd o n ,' he 
s a id , p u n c til io u s ly . H is r i # i t  hand went up, and he swayed 
forw ard . 'A llow  me . . .  I  contended th a t  one may g e t on 
knowing very w e ll t h a t  o n e 's  courage does n o t come o f i t s e l f  
(ne v ie n t p as  to u t  s e u l ) .  T h e re 's  n o th in g  much in  th a t  to  
g e t ip s e t  abou t. One t r u th  th e  more o u ^ t  n o t to  make l i f e  
ic p o s s ib le .  • • • But th e  honour—th e  honour, monsieur I . . .
The honour . . .  th a t  i s  r e a l—th a t  i s !  And what l i f e  may be 
w orth when' . . .  he g o t on h is  f e e t  w ith  a  ponderous izm- 
p e tu o s ity , as  a  s t a r t l e d  ox m i ^ t  scram ble up from th e  g rass . . .  
• then  th e  honour i s  gone—ah c a t o a r  exemple—I  can o f f e r  no 
o p in io n . I  can o f f e r  no opin ion—because—monsieur—I  know 
n o th in g  of i t , '  (p . I4 8 ) .f
I t  i s  t ru e ,  however, t h a t  C onrad 's ren d erin g  i s  g en era lly  more con­
cerned w ith  making th e  re a d e r see than  w ith  being pure Fordian a r t ;  th a t  
i s ,  many tim es a f t e r  having drawn a  v iv id , con cre te , p a r t ic u la r  scene, 
Conrad w i l l  make i t s  meanings e x p l ic i t  r a th e r  ü ian leav e  them im p lic i t  in  
th e  rendered  m a te r ia l.  Thus, in  th e  sp lend id  account in  Hostromo o f  Mrs. 
G ould 's p rogress around Sulaco, he  d e t a i l s  f o r  us what he den ies Captain 
M itc h e ll 's  power to  see , " d a a r a c te r is t ic ,  illu m in a tin g  t r i f l e s  o f expres­
s io n , ac tio n  or movement” (p . 338) : "The s o lid  wooden wheels of an ox­
c a r t ,  h a lte d  w ith i t s  ^ a f t s  in  th e  d u s t, showed th e  s tro k es  of th e  axe; 
and a  p a rty  of charcoal c a r r ie r s ,  w ith  each man's lo a d  r e s t in g  above h is  
head on th e  top o f th e  low mud w a ll, s l e p t  s tre tc h e d  in  a  row w ith in  the
^Conrad's e l l ip s e s .
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s t r i p  o f  shade." (p . 89)^ But h e  a lso  makes eoqplicit th e  meaning o f 
such I llu m in a tin g  t r i f l e s  of eoqpression:
Men ploughed w ith  wooden p lo u ^ s  and yoked oxen, sm all on 
a  boundless expanse, a s  i f  a tta c k in g  immensity i t s e l f .  The 
mounted f ig u re s  o f vaqueros galloped  in  th e  d is ta n c e , and th e  
g re a t herds fed  w ith  a l l  t h e i r  hom ed heads one way, in  one 
sin&Le wavering l i n e  as  f a r  a s  eye could reach  acro ss  th e  
broad p o tre ro s .  Â spreading  cotton-w ool t r e e  shaded a  
th a tch ed  ran d ie  ty  th e  road ; th e  trudg ing  f i l e s  o f burdened 
In d ian s  tak ing  o f f  th e i r  h a ts ,  would l i f t  sad , mute eyes to  
th e  cavalcade r a is in g  th e  d u s t o f th e  crumbling eamino r e a l  
made ty  th e  hands of t h e i r  enslaved  f o r e fa th e r s .  And Mrs.
Gould, w ith  eadi day’ s  jou rney , seemed to  oome n e a re r  to  the  
sou l o f th e  lan d  in  th e  tremendous d is c lo su re  of t h i s  in te r*  
i o r  unaffected  by th e  s l ig h t  European veneer o f  th e  co as t 
towns, a  g re a t lan d  of p la in  and mountain and people, su ffe r­
in g  and mute, w a itin g  f o r  th e  fu tu re  in  a  p a th e t ic  im m obility 
o f p a tie n c e , (pp . 87^ 8)
S t i l l ,  a s  Leavis says, in  C onrad 's b e s t woxic th e  comment " i s  n o t sep­
a ra b le  from th e  th in g  rendered, b u t seems to  emerge from th e  v ib ra tio n  
o f t h i s  as  p a r t  o f th e  to n e .”^ And L e a v is 's  comments on Conrad's ren d er­
in g  o f h i s  m a te ria l remain so j u s t  a s  to  make t h i s  bare mention o f  th e  
techn ique, b asic  as i t  i s  to  C onrad 's a r t ,  s u f f ic e  h e re .
The ruda o f c r i t ic is m  in  re c e n t y ea rs  on th e  a rd i i te o to n ic s  ( th e  
ju x ta p o s itio n  of scenes and ep isodes a tte n d an t on th e  s h i f t s  o f tim e and 
p la c e , th e  p rogression  d 'e f f e t ,  th e  ju s t i f i c a t i o n s , th e  om issions) o f 
C onrad 's a r t  in  Lord Jim . Nostromo. The S ecre t Agent, and % d er Western 
E^es—h is  fo u r  b e s t fuU<J.ength n o v e ls—m i ^ t ,  l ik e w ise , seem to  suggest 
th e  f u t i l i t y  o f f u r th e r  comment on % iis su b jec t, b u t such an assumption 
would be prem ature. That th e  in te rp re ta t io n s  o f Conrad's works a re  s t i l l  
open to  argument i s  dem onstrated i n  th e  most re c e n t book on C w rad, Mrs.
\G a rd e n  d l y ,  N. T .:  Doubleday, Page & Company, 1924). A ll r e f ­
erences t o  Hoatrtano w i l l  be to  t h i s  e d i t io n . Page numbers w i l l  appear 
h e r e a f te r  in  paren theses in  th e  t e x t .
^  Q reat T rad itio n , p .  216.
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ELolse Knapp Hay’s P o l i t i c a l  Novels of. Joseph Conrad, by th e  author*s 
new read ing  of th e  Marlow o f ’’H eart o f Daztoiess" a» n o t only th e  n a r ra to r  
th r o n g  -whom we a re  to  see th e  s to ry  b u t a lso  one whom we are  to  see 
throudi.'*
I t  i s  dem onstrated a s  w e ll ty  h e r  m isreading of Lord Jim . Accord­
ing  to  Mrs. Hay, Jim ’ s d eath  i s  a  v ic to ry ; h i s  d e se r tio n  o f Jewel i s  
d i f f e r e n t  from h is  d e se r tio n  o f  th e  p ilg rim s  o f th e  Patna in  th a t  in  
Patusan he sees h is  r e s p o n s ib i l i ty  th r o u ^  to  th e  end .^  The evidence 
from th e  novel on ^diidx t h i s  argument r e s t s  i s  in  Marlow’ s  in te rn a l  
summary in  h is  n a r r a t iv e ,  a t  th e  end of Chapter Twenty-One, during w hidi 
he resazics o f J im 's  l i f e  in  Patusan : " •  • . h e  came on w onderfully , came 
on s t r a i ^ t  as a  d ie  and in  e x c e lle n t form , whidi showed th a t  he  could 
s tay  a s  w e ll as  s p u r t .  I  o u ^ t  to  be d e l i s t e d ,  f o r  i t  i s  a  v ic to ry  in  
which I  bad taken  ny p a r t .  . . .  (p . 224)” U nfortunate ly  f o r  Mrs. Hay’ s
argument, Marlow’s long  n a r ra t io n  of Jim ’ s case  ta k e s  p lace  a t  l e a s t  a  
y ea r b e fo re  J im 's  d e a th .3  I n  Chapter Twenty-One, th en , Harlow i s
^(Chicago: The Ih iiv e rs ity  o f  Chicago P ress , I 963)* pp. 128-158.
% b ld . . pp. 68- 69.
^The "p riv ile g e d  man” h e a rs  th e  end o f th e  s to ry  "more than  two 
y e a rs  l a t e r  (p . 337)*" Jim ’ s  d ea th  had occurred  " in  th e  y ea r o f grace be­
fo r e  l a s t , ” a t  th e  end o f h i s  t h i r d  y e a r in  Patusan (pp . 343. 36?» 393)» 
Marlow h im self had l a s t  seen Jim  "n ea rly  two years"  ^ t e r  h i s  arxdval in  
P atusan , and i t  was a t  l e a s t  e i ^ t  months a f t e r  Jim ’ s  dea%i befo re  he 
ta lk e d  w ith  Brown (p p . 242, 346-34?). Woxking from S te in ’ s age, we can 
o rgan ize  th e  chronology o f Lord Jgg  and d a te  th e  even ts  roui^bly as  f(üJLow8% 
S te in , twenty-two in  1848, was " th reesco re"  idien Marlow ta lk e d  to  Mm about 
Jim  (pp . 202, 205) .  This conversa tion  took p lace  "more than  th re e  years"  
a f t e r  th e  t r i a l  (pp. 149» 201-202). Thus, i f  we tg&e "th reesco re"  to  bé 
e x a c tly  s ix ty , we can d a te  th e  P a tna  in c id e n t and Jim ’ s  t r i a l  a t  about 
1883, h i s  a r r iv a l  in  Patusan a t  I880/ 87 , Marlow's v i s i t  th e re  a t  1888/89» 
h i s  lo n g  o ra l  n a r ra t iv e  s h o r tly  a fte rw ard s , J im 's  d ea th  ( a t  tw enty-cine 
o r  t h l r ty - 4 ie  was, a t  th e  tim e o f  th e  t r i a l ,  "n o t y e t  four-and-tw enty , " 
p .  155) a t  1889/ 90, and th e  "p riv ile g e d  man’ s? r e c e ip t  o f  th e  l e t t e r  a t  
1891/ 92. Bo%, th e  in c id e n t on which th e  P a tna  in c id e n t was based
and th e  su ic id e  o f C aptain W allace o f th e  C uttv Saik on which B rierly* s 
su ic id e  i s  based took p la ce  in  I 88O: See Guerard, CTN. pp . 2?-28.
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speaking, n o t of Jim ’s death , b u t of h i s  f i r s t  two y e a rs  in  Patusan, 
and we m iss a  p a r t  o f th e  su b tle ty  of th e  novel i f  we do n o t see th a t  
Marlow i s  h e re  b u ild in g  fo r  Jim ano ther c a s t le  in  Spain as he had done 
s ix  months a f t e r  th e  t r i a l  upon re c e ip t  o f a Rowing l e t t e r  from th e  
f r ie n d  to  whom he had f i r s t  sen t Jim (pp* 187-189)* And t h i s  second 
c a s t le  i s  ru in ed  ju s t  a s  th e  f i r s t  one was. tJhereas a t  th e  end o f Chap­
t e r  Twenty-One 14arlcm could say, " ’ "I a ff irm  he had achieved g re a tn e s s ,” ’ " 
he w rote two y e a rs  l a t e r  in  h is  l e t t e r  to  th e  "p riv ile g e d  man"—th e  man 
who " ‘would n o t admit he /J im / had m astered h is  f a t e '" ;  " ' I  a ffirm  
noth ing  (pp. 225, 337-339)*’ ” I n  o th e r  words, though i t  may be p o ss ib le  
■to argue th a t  in  some sense Jim’ s death  i s  a "victory, one needs more 
support than  Marlow o f f e r s  in  Chapter IVenty-One»^
I f  "H eart o f Darkness" and Lord Jim  a re  s t i l l  open to  c r i t i c a l  
argument, Nostromo. The S ecre t Agent, and Under W estern Eves a re  even 
more so* Again i t  i s  t ru e  th a t  th e  c r i t i c s  named above (Guerard, H ew itt, 
L eavis, Warren, Z abel), -together wi"th such o-thers as Arnold Ket-tle and 
I rv in g  Howe, have g en era lly  defined  th e  l im i t s  w ith in  which th e  fu tu re  
arguments must f a l l . ^  T h ^  have e lu c id a te d  the  e s s e n t ia l  elem ents bo-th 
o f C onrad's a r t  and h is  " th o u ^ t. At "the same tim e, however, by -virtue o f 
th e  f a c t  th a t  some of -them were in te re s te d  in  revi-ving Conrad lA iile o th e rs
^Pending th e  appearance o f such supporting  e-vidence, th e  b e s t pub­
l is h e d  in te rp re ta t io n s  o f  Lord Jim rem ain th ose  o f Guerard, CiM. pp* 126- 
17^; and Dorothy Van Q ient, The B id .ish  Novel: Form and Function (New 
York; Harper Torchbooks, 1961), PP* 229-2557” Both c r i t i c s  doubt th a t  
J im 's  death  i s  a  v ic to ry*
%et-fcle, "Joseph Conrad; Nostromo."  An In-fcroduction -to th e  E helish  
Novel (London; H utdiinson U niversity  Library* 1953) * I I ,  PP* 67-81; Howe, 
"Conrad: Order and Anarchy," P o l i t i e s  and th e  Novel (New Yoik; Horizon 
P re ss , 1957)* pp* 76-113* .
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were—and a re —in te re s te d  in  contœnporaiy p o l i t i c s ,  they  tended  to  over- 
engdiasize C onrad's contemporary tim e lin e s s , h is  r o le  in  th e se  novels as 
a  p o l i t i c a l  see r and p rophet. T herefore , as Conrad becomes accepted  as 
th e  g re a t a r t i s t  which he was, we can re -d re s s  th e  balance  ty  accep ting  
him on h i s  own term s r a th e r  than  on o u rs . I t  i s  p o s s ib le , U nis, to  make 
a  stndy of C onrad's a r t i s t i c  techn iques, e sp e c ia lly  th e  a rc h ite c to n ic s , 
th e  s t ru c tu ra l  tech n iq u es , something more than a mere reh ad i o f previous 
c r i t ic is m , even th o u ^  i t  mast n e c e s sa r ily  be based la rg e ly  cm th a t  
c r i t ic is m . The r e s t  of t h i s  d ia p te r  w i l l  be devoted , th e n , to  a  study 
o f Conrad* s s t ru c tu ra l  techn iques in  Lord Jim . Nostromo. The S ec re t Agent. 
and Under W estern Eves w ith  th e  hope th à t  some f r e d i  i n s i s t s  in to  h is  
a r t  w i l l  ju s t i f y  i t .
The most f re q u e n tly  d iscussed  technique o f Lord Jim  i s  Marlow's 
manner o f  n a r ra t io n  in  C hapters F ive t h r o u ^  Ih ir iy -F iv e  (o f  f o r ty - f iv e ) . 
I t  i s  remarked u s u a lly  t h a t  he  recoun ts  th e  in c id e n ts  o f  h is  t a l e ,  n o t 
in  d iro n o lo g io al o rd e r, b u t in  th e  o rd e r in  which th ey  occur to  him, th u s  
moving f r e e ly  badcwards and forw ards over the  f iv e  y e a r s  o f  h i s  a sso c ia ­
t io n  w ith  Jim and o fte n  in  t e m p tin g  h im self w ith  in te r e s t in g  bu t seem­
in g ly  i r r e le v a n t  d ig re ss io n s .^  Ihe d ig re s s io n s  a re  n o t ,  o f  cou rse , i r ­
re le v a n t  b u t very  re le v a n t indeed . On th e  f i r s t ,  r e a l i s t i c ,  l e v e l ,  i t  
i s  p e r f e c t ly  n a tu ra l  fo r  Marlow to  move from Captain B rie r ly  a s  one o f 
th e  a sse sso rs  a t  J im 's  t r i a l  to  h i s  account of B r ie r ly 's  su ic id e  a  week 
l a t e r  o r  from h is  account o f  what happened to  th e  Patna a f t e r  J im 's  junp
^A good e a r ly  d iscu ss io n  o f t h i s  technique i s  in  Joseph Warren 
Beach, g lS  Tw entieth Century Novel, pp . 353-35o, 339-364-.
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to  h i s  m eeting w ith  th e  French L ieu tenan t th re e  y e a rs  l a t e r  (pp. 57-65» 
136- 149) .  In  f a c t ,  M arlow's d ig re s s iv e  manner adds a  g re a t deal to  th e  
e f f e c t  o f a u th e n tic ity  which i s  one th in g  Conrad gains hy using  him.
At th e  same tim e, on a  deeper le v e l ,  Conrad i s  ab le , because o f 
M arlow 's ^ i f t s  o f tim e and p la ce , so to  lo c a te  th e se  episodes a s  to  
il lu m in a te  by scen ic  ju x ta p o s itio n  both J im 's  a c tio n s  and h i s  a t t i tu d e s .
In  t h i s  way he compensates f o r  M allow's attenqots to  evdce in  h i s  l i s t e n e r s  
th a t  sym pathetic id e n t i f ic a t io n  w ith  Jim which he h im se lf s t r u g ^ e s  
a g a in s t throughout th e  n o v e l. U n til we come to  know Marlow, we a re  
p robab ly  n o t waiy enough o f him . "*”I s  h is  evidence m a te r ia l, you 
th in k ? " '"  asks th e  d o c to r of Marlow a f te r  th e  l e t t e r ' s  v i s i t  to  th e  
P a tn a ' s  ch ie f engineer in  th e  h o s p i ta l .  " '"H o t in  th e  l e a s t , " '"  Marlow 
answ ers, b u t on a  second o r  th i r d  read ing  o f th e  book, we wonder (p . 5 5 ). 
The " th read  of lo g ic "  in  th e  e n g in e e r 's  d e l i r io u s  t e r r o r  i s  v e iy  s im ila r  
to  J im 's  r a t io n a l iz a t io n  f o r  h i s  own im aginative te r r o r :  " ' e i ^ t  hundred 
peop le  and seven b o a ts  (pp. 54^55» 87-88) . ' "  B iis  s im i la r i ty ,  supported 
by th e  s im ila r i iy  o f th e  e n g in e e r 's  " 'f in e  and calm '" appearance and 
" • c h i ld - l ik e  so u l '"  to  J im 's ,  r e f l e c t s  unfavorably  on J im 's  sdL f-p ily : 
"•"Was ever th e re  any one so sham efully t r i e d  (pp. 50, 105)1"'"
. .  so aw fully  u n f a i r .  .  . (p . 1 2 8 ) ," '"  Perhaps th e  e n g in ee r 's  
evidence Ig, m a te ria l to  J im 's  case .
C erta in ly  th e  r e s t  o f M arlow 's d ig re ss io n s  a re  m a te r ia l . J im 's  
own account ( th r o u ^  Marlow) o f th e  Patna in c id e n t (p p . 78-136) i s  p re ­
ceded by Marlow's accounts o f h is  v i s i t  to  th e  engineer (pp . 48-55) and 
B r i e r ly 's  su ic id e  (pp . 57-65) ; i s  i n t e m p te d  ty  M arlow 's account of th e  
testim ony  o f th e  Malay helmsmen (pp. 98-99) ; and i s  follow ed by M arlow 's
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accounts o f  h is  conversation  w ith  th e  French L ieu ten an t (pp . 136-149), 
of th e  h e ro ic  death  of Bob Stanton (pp. 149-151)» and o f h i s  in te rv iew  
w ith  C hester and Captain Robinson (pp. I 6I - I 69) .  The ^ i s o d e  w ith  the  
engineer e a s ts  doubt on J im 's  claim  to  be d i f f e r e n t  from th e  o th e r  th ree  
o f f ic e r s  o f  th e  Patna (pp . 25» 79-80, IO3) ,  Moreover, th e  eng ineer, 
l i k e  C ornelius and Gentleman Brown l a t e r  in  th e  n o v ^ ,  suggests  an a l ­
te rn a tiv e  p o s s ib i l i ty  f o r  a  man in  J im 's  s i t u a t im  w ith  J im 's  tem pera­
ment: he  can become an a lc o h o lic  human d e r e l i c t  l i k e  th e  eng ineer (pp.
51» 223- 224) ,  a s e lf -p i ty in g ,  s e r v i le  s la v e  l i k e  C ornelius (pp. 220, 
284-287), o r  an a rro g an t outlaw  l i k e  Brown ( in  M arlow 's w r i t te n  n a r ra t iv e , 
pp. 344, 404). The a c tio n s  o f th e  Malay helmsmen, th e  F r s id i  L ieu tenan t, 
and Bob Stanton suggest a l te r n a t iv e s  to  J im 's  jump from th e  P a tn a . And 
B r ie r ly 's  su ic id e  and Q ie s te r 's  " '"A  b i t  o f a s s 's  s k in ," '"  suggest a l ­
te rn a t iv e  a t t i tu d e s  towards th e  jump, a f t e r  th e  f a c t  (p . I 61) .  Thus,
J im 's  case i s  d e fin ed  ly  th e  a l te r n a t iv e s  o ffe re d  through M arlow's care­
f u l l y  juxtaposed  d ig re s s io n s .
However, th e  d is t in c t io n  between J im 's  p o s it io n  and th o se  o f  th e  
men in  M arlow's d ig re s s io n s  i s  never as d e a r - c u t  a s  th e  above paragraph 
may ln ç ly . There i s  always some p o in t o f s im ila r i ly  between Jim  and 
th e se  o th e r men o r  between episodes in  J im 's  l i f e  and th e  ep isodes in  the  
d ig re ss io n s  which makes each d ig re ss io n  re le v a n t in  more than  one way.
For exançle, B r ie r ly 's  rem ark, " '" L e t  him creep tw eniy f e e t  underground,"*" 
(pp. 66, 202, 219) i s  lin k e d  s p e c i f ic a l ly  t y  Marlow w ith  J im 's  "b u ria l"  
in  Patusan, vAich i s  d escribed  both d i r e c t ly  and through imagery a s  a  
grave (pp . 219, 221, 245, 322-323). T his f a c t  r e c a l l s  C h e s te r 's  propo­
sa l  to  make Jim  supreme boss over h is  guano is la n d , and h i s  p a r tin g  lâiot
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to  Marlow: " ’ "See wixat you w i l l  do w ith  him ." "I d o n 't  know th a t  I  want 
to  do any th ing  w ith  him ," "Don’ t  you?" he sp lu tte re d  (p . l6 8 ) . ’" At 
th e  tim e Marlow j u s t i f i e s  h im se lf f o r  h i s  re fu s a l o f C hester’ s o f f e r  
(pp . 174-177). But th re e  y e a rs  l a t e r  in  h i s  conversation  w ith  S te in , he 
suggests , " ’ "Bury him in  some s o r t  (p . 2 1 9 )," ’" and he adm its th a t  he 
wanted to  d ispose  o f  Jim b efo re  going home, a t  th e  same tim e r e i te r a t in g  
h i s  bond to  Jim  in  th e  doubt o f  th e  " ’f ix e d  standard  o f conduct’ " (pp. ^0, 
219, 221, 229) • In  o th e r  words th e  B rie r ly  and C hester qpisodes continue 
to  re v e rb e ra te  throughout Marlow’ s account o f J im 's  experiences in  
Patusan  and th e se  re v e rb e ra tio n s  throw o u t o f fo cu s  both Marlow’ s y^nçsip> 
t h e t i e  a id  in  g e tt in g  Jim to  Patusan and Jim ’ s "redem ption" th e re . We 
m ust recogn ize  th a t  m orally  th e  d is t in c t io n  between C hester’ s  proposed 
u se  of Jim  and Marlow’ s  a c tu a l use o f  him i s  an equivocal one. A ssuredly, 
Marlow h as  n o t th e  c ra s s ly  m a te r ia l i s t i c  se lf iA m ess  o f C hester, b u t h is  
i n t e r e s t  in  Jim —as he reco g n izes—i s ,  on a  h i ^ e r  le v e l  peihaps, s e l ­
f i s h  to o . And f in a l ly ,  we most ask o u rse lv es  what k ind  o f  "v ic to ry "  o r  
"redem ption" i s  p o ss ib le  f o r  Jim  in  h is  "grave," i n  Patusan th a t  " ’ s ta r  
o f  th e  f i f t h  m agnitude’ " where he i s  i s o la te d ,  " ’ h i s  e a r th ly  f a i l in g s  
b ^ in d  him and th a t  s o r t  o f re p u ta tio n  he  had (p . 2 1 8 ) .’ "
The re a d e r , th e n , must contend n o t only w ith  Marlow's excessive 
sympathy f o r  Jim  but a lso  w ith  th e  equivocal re levance  o f th e  d ig re s s iv e  
ep iso d es . L ike Marlow, he view s Jim  " ’ th r o u ^  th e  s h i f t in g  re n ts  o f  a 
th id c  fo g  (p . 76) . ’" L ike Marlow, to o , he must s t r a in  h is  " ’m ental eye- 
s i ^ t ' "  over th e  d e l ic a te  shades o f d if fe re n c e  t o  t r y  to  determ ine th e  
t r u t h  about Jim  (pp. 197» 216). 3h t h i s  way, t h r o u ^  th e  techn ique of 
th e  t im e - s h if t  w ith  i t s  a tte n d a n t ju x ta p o s itio n  o f ep isodes, Conrad r e ­
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q u ire s  on the  p a r t  of th e  re a d e r  an engagement, a oommitment to  th e  
novel going f a r  beyond th e  conm itnent re q u ire d  by any e a r l i e r  E n ^ is h  
n o v e lis t ,  and, f o r  th e  re a d e r  w il l in g  to  make such a  commitment, Conrad* s 
technique re p re se n ts  a  c le a r  g a in . He must s t r u g ^ e  as  in  l i f e  to  e s ta b -  
l i s h  a p o s itio n  r e l a t iv e  to  Lord Jim .
This engagement o f  th e  re a d e r i s  undoubtedly th e  most i s ^ r t a n t  
advantage to  C onrad's use  o f a n a r r a to r 's  t im e -s h if ts  as  a s t ru c tu ra l  
o rgan izing  p r in c ip le ,  th o u ^  th e re  a re  a t  l e a s t  two o th e rs , in  ad d itio n  
to  th e  e f f e c t  of a u th e n t ic i ty ,  idiioh o u ^ t  to  be m entioned. F i r s t ,  th e  
use  of th e  n a r ra to r  a llow s Conrad to  s a t i s f y  h i s  a ssu s^ tio n  th a t  th e  
au thor o u ^ t  to  s ta y  o u t o f th e  s to ry . And second, Marlow's d ig re s s iv e  
manner allow s Conrad to  g e t in to  h i s  novel an in te re s t in g  v a r ie ty  o f  
v iv id  C haracters and ^ i s o d e s .  The d ig re s s io n s , in  f a c t ,  re p re se n t a r t i s ­
t i c  econony a t  i t s  b e s t:  th ey  a re  n a tu ra l  to  a  raco n teu r l i k e  Marlow; they  
a re  in te r e s t in g  in  them selves; and every one o f them i s  fu n c tio n a l in  th e  
novel, i l lu m in a tin g  J im 's  a c tio n s  o r  c h a ra c te r , o fte n  both , in  more than  
one way.
I t  d iould  b e  enphasized, fu rtherm ore , th a t  Conrad gains th e se  
advantages in  a d d itio n  to ,  n o t i n  p la c e  o f ,  th e  sense of p rog ress  
idiich i s  a  s trong  e f f e c t  o f  th e  o ld e r d iro n o lo g ica l nove l. F o r th e  un- 
chronolog ical p re se n ta tio n  o f  Lord Jim i s  on ly  a r e la t iv e  f a c t  n o t an 
ab so lu te  one; t h a t  i s ,  in  r e la t io n  to  th e  o ld e r  S i ^ i s h  novel Lord Jim  
seems to  do away w ith  chronology, b u t a c tu a l ly  Marlow's unebronological 
accounts, bo th  spoken and w r it te n , a re  p resen ted  w ith in  a  d iro n o lo g ica l 
fram e. Ekcept f o r  Ihe opening o f  th e  n o v e l—th e  f i r s t  two and o n e -h a lf 
pages—th e  f i r s t  fo u r  d ia p te rs , p resen ted  ty  th e  om niscient au th o r, move
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s t r a l ^ t  forw ard to  J im 's  t r i a l ,  though o f  course they  do no more than 
h in t  a t  what had happened to  b rin g  Jim  to  t r i a l .  Thus suspense, th e  
reader* s  conventional d e s ire  to  know what happens, i s  aroused tgr means 
only  a l i t t l e  unconventional and w i l l  be a  p a r t  o f  h is  in te r e s t  to  th e  
end, th o u ^  t y  th e  tim e he  f in d s  o u t what happened on th e  Patna, t h i s  
i n t e r e s t  should have become subord inated  to  h is  d e s ire  to  know why, to  
understand  th e  m otivation  o f J im 's  c h a ra c te r .
Marlow's long  n a r r a t iv e .  Chapters F ive  through T h irty -F iv e , tspces 
p lace  o s te n s ib ly  a f t e r  d in n er on a  n i ^ t  a  l i t t l e  more th an  f iv e  y e a rs  
a f t e r  th e  t r i a l .  A ctually , however, th e  framework o f  h i s  n a r ra t iv e  i s  
a co n tin u a tio n  o f th e  ch rono log ica l movement begun in  th e  f i r s t  fo u r  
c h ap te rs . He opens Chapter F iv e  w ith  the  beginning of h i s  account o f th e  
f i r s t  day o f th e  t r i a l ,  though c h a r a c te r i s t ic a l ly ,  a f t e r  a  page and a  
h a l f ,  he goes back to  f i l l  h i s  audience in  on th e  even ts o f th e  weeks 
im m ediately p receding  i t .  Then, having  descrilsed th e  a r r iv a l  o f th e  
P a tn a ' s  o f f ic e r s ,  h i s  v i s i t  to  th e  d i ie f  eng ineer, and B rie rly * s  su ic id e , 
he concludes h i s  account o f th e  f i r s t  day w ith  B rierly* s o f fe r  to  give 
two hundred rupees i f  Marlow w i l l  t a lk  Jim  in to  c le a r in g  o u t (pp. 68- 69) * 
Much th e  same p a t te rn  o b ta in s  throughout th e  r e s t  o f th e  n a r r a t iv e .  In  
h i s  account of th e  second day (pp. 69- 155) .  he t e l l s  o f h is  being 
acco sted  by Jim  over th e  remark about th e  yellow  our and of h is  l i s t e n ­
in g  to  J im 's  v e rs io n  o f th e  P a tna  s to ry  u n t i l  w ell p a s t  m idnight, d ig re s ­
s in g  only  to  t e l l  o f th e  testim ony o f  th e  Malay helmsmen, o f h i s  meeting 
w ith  th e  French L ieu ten an t, and o f Bob S ta n to n 's  h e ro ic  death . H is 
account o f th e  th i r d  day (pp . 156- I 86) inc lu d es  th e  can ce llin g  o f J im 's  
c e r t i f i c a t e ,  h i s  own m eeting w ith  C hester, a  tn o -a n d -o n e ^ a lf  page
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a n tic ip a tio n  c f  Jlm*s success in  Patusan, and J im 's  lo n e ly  v ig i l  in  h i s  
h o te l room th a t  n l ^ t .  In  C hapters E ighteen and N ineteen he covers th e  
th re e  y e a rs  o f J im 's  knodcing about, m ostly as a  ru n n e r f o r  d ilp -ch an d - 
le rs*  In  Chapter Twenty he reco u n ts  h is  v i s i t  to  S te in . In  Chapter 
Twenty-One he a n t ic ip a te s  h im se lf ty  summarizing h i s  f e e l in g s  about J im 's  
success a f t e r  h is  own v i s i t  to  Patusan two y e a rs  la te r #  In  Chapters 
Twenty-Two th r o u ^  T h irty -F iv e , th en , he d esc rib e s  h i s  v i s i t  to  Patusan 
and, working backwards from th a t  f ix e d  p o in t o f re fe re n c e , f i l l s  in  
J im 's  a c t i v i t i e s  over th e  p a s t  two y e a rs .
M arlow's o r a l  n a r ra t iv e  ends a t  t h i s  p o in t .  Chapters T h irty -S ix  
and Thirty-Seven o f f e r  u s  h i s  l e t t e r  to  th e  "p r iv ile g e d  man," w r i t te n  
"more than  two y e a r s ” a f t e r  h i s  n a r ra t iv e  (p . 337)» I n  t h i s  l e t t e r  he 
d e sc rib e s  h i s  m eetings w ith  Brown and Jewel a f t e r  J im 's  d ea th , t h o u ^  
th e  read e r i s  never to ld  th a t  Jim  i s  dead# Indeed, a l th o u ^  th e  wording 
a t  th e  end o f Chapter T h irty -S ix  s tro n g ly  im plies th a t  he i s  dead.
Jew e l's  wording in  th e  n ex t chap ter le a v e s  th e  q u estio n  open: "'"H e w a it 
away from me as i f  I  had been worse than d ea th . He f l e d  a s  i f  d riv en  ty  
some accursed  th in g  he had h eard  o r seen in  h is  s le e p , # , ,  # (p . 349)”'"  
]h  t h i s  equivocal manner Conrad ad iiev es  suspense once more and p rep ares  
th e  read e r f o r  th e  fa s t-p a c e d , s t r i c t l y  d iro n o lo g ic a l, in ex o rab le  march 
of events through M arlow's w r i t te n  n a r ra t iv e . Chapters Thlrty-EüL^t 
t h r o u ^  Foriy-F lve# ]h  th e se  ch ap te rs  th e re  i s  no movement back and 
fo r ih  in  tim e, no r a re  th e re  d ig re s s io n s  to  in te r r u p t  th e  flow  o f ev en ts , 
f o r  Conrad i s  in te n t  h e re  on adding to  th e  i l lu s io n  o f d ^ t h  ad iieved  
t h r o u ^  th e  s h if t in g  p e rsp ec tiv e s  o f M arlow's o ra l  n a r r a t iv e  th e  sense o f 
p rog ress, th e  e f f e c t  o f in e v i t a b i l i ty  i& loh I s  th e  g re a t  s tre n g th  o f th e
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waLl-done ch rono log ical novel* As Conrad i t  in  Lord Jim, then ,
th e  techn ique o f th e  t im e -s h if t  i s  combined w ith  th e  o ld e r  chronological 
techn ique  and th e  r e s u l t  re p re se n ts  a  c le a r  ga in : th e  t o t a l  engagement of 
th e  read e r and a sense o f depth combined w ith  a  sense o f in e v ita b il i ly *  
True as  t h i s  s ta t a n a i t  may be, however, i t  d r a s t i c a l ly  over- 
8 in # . i f i e s  Conrad* a technique in  Lord Jim . In  f a c t ,  th e  culm ination of 
th e  ch ronolog ical frameworic of th e  novel in  th e  s t r i c t  chronology of the  
l a s t  e ig h t d ia p te rs  re p re se n ts  n o t only  th e  e f f e c t  o f a  gradual re v e r­
s io n  to  an o ld e r  technique but a lso , more p e r t in e n t ly ,  th e  culm ination o f 
th e  p ro g ression  d* e f f e t  o f th e  novel, a  f a c t  -sdiich dem onstrates th e  insep­
a r a b i l i t y  o f th e  technique of th e  t im e -s h if t  from  t h a t  o f  th e  p rogression  
d 'e f f e t . One elem ent in  th e  p ro g ressio n  d 'e f f e t  a s  Ford described  i t  was 
th e  pace o f th e  novel; "• • « as  th e  stozy  p ro g ressed , th e  story  m ust be 
c a r r ie d  forw ard f a s t e r  and f a s t e r  and w ith  more and more in te n s i ty  
Lord Jim alm ost p e r fe c t ly  eocesplifies t h i s  requirem ent* I f  we d efin e  pace 
a s  th e  r a t io  o f a c tio n s  o r  even ts to  pages, we w i l l  f in d  th a t  the f a r th e r  
in to  Lqppd Jim we g e t (always excluding th e  f i r s t  fo u r  d ia p te r s ) , th e  
f a s t e r  th e  pace becomes* Thus, Ihe  aLowest-moving c h ap te rs  o f the  novel 
a re  th e  f i r s t  th i r te e n  d ia p te rs  o f M arlow's o ra l  n a r r a t iv e  (pp* )4 -l86)*  
These d ia p te rs  con tain  th e  long c m v e rsa tio n  between Marlow and Jim  on 
th e  evening o f  th e  second day o f th e  t r i a l  and a  g re a t many o f Marlow's 
sp ecu la tio n s  and p h ilo so p h ica l r e f le c t io n s  a s  w e ll a s  h i s  undironologioal 
m eanderlngs and d ig re s s io n s—and even th e  lo n g e s t d ig re s s io n s  are accounts 
o f con v ersa tio n s , th o se  w ith  th e  P a tna* s ch ie f en g in ee r, B r ie r ly 's  mate, 
th e  French L ieu tenan t, and Chester* T h e re a fte r , t h o u ^  none o f Marlow's
V oseoh Conrad, p* 210.
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n a r ra t iv e  can be c a lle d  fast-m oving , th e  pace does p ick  up; th e re  i s ,  of 
course , a  g re a t d e a l more a c tio n  in  th e  Patusan ch ap te rs  than  in  ü iose 
d e a lin g  w ith  th e  P a tn a . F in a lly ,  th e  pace o f th e  l a s t  e ig h t chap ters 
i s  very  f a s t .  Marlow’s r e f le c t in g ,  specu la ting  mind does n o t h e re  stand 
between us and th e  a c tio n . Indeed, a t  tim es Conrad seems to  f o r g e t  Idie 
f i c t i o n  o f th e  n a r ra to r  c o n ^ e te ly .  The account o f th e  Yankee* s shooting 
of th e  townsman, f o r  in s ta n ce , o s te n s ib ly  w ritte n  by Marlow \Hio had h i s  
in form ation  from  Brown, i s  a c tu a lly  a c le a r  emanÿle o f Conrad's fo r ­
g e tt in g  about p o in t o f  view and ren d erin g  th e  scene f o r  th e  re a d e r .
Brown saw him, and in s ta n t ly  c a lle d  to  h i s  s id e  th e  Yaidcee 
d e s e r te r ,  who ac ted  as  a  s o r t  of second in  command, l l i i s  
lanky , lo o s e - jo in te d  fe llo w  came forw ard, wooden-faced, 
t r a i l i n g  h is  r i f l e  l a z i l y .  When he  understood id ia t was 
wanted from him a  hom icidal and conceited  sm ile uncovered 
h i s  te e th ,  making two deep fo ld s  down h is  sallow , le a th e ry  
chedcs. He p rid e d  h im se lf on being a  dead sh o t. He drop­
ped aa  one knee, and tak in g  aim from a  steady  r e s t  th ro u ^ i 
th e  unlopped branches o f a  f e l l e d  t r e e ,  f i r e d ,  and a t  once 
stood up to  lo o k . The man, f a r  away, tu rned  h i s  head to  th e  
re p o r t ,  made ano ther s tep  fo rw ard , sem ed to  h e s i t a te ,  and 
ab ru p tly  go t down on h i s  hands and knees. In  th e  s ile n ce  
t h a t  f e l l  upon th e  sharp  cradc o f th e  r i f l e ,  th e  dead d ie t ,  
keeping  h i s  eyes f ix e d  tqpon th e  quarry* guessed th a t  ' t h i s  
th e re  coon’ s h e a lth  would nev er be a  source o f an x ie ty  to  
h i s  f r ie n d s  any m ore.’ (p . 371)
Only in  th e  encounter between Brown and Jim  (pp . 379-388) and in  
th e  l a s t  ch ap ter do ta lk  and r e f le c t io n  tak e  precedence over a c tio n , and 
th e se  pages do n o t slow th e  pace so mudi as add i n t e n s i f  to  th e  ac tio n , 
f o r  in  them th e  o th e r  elem ents o f  Ihe  p rogression  d ’e f f e t  reach  th e i r  
clim ax. These elem ents, in  C onrad 's p ra c t ic e  of th e  tech n iq u e, a re  r e f e r ­
ences, images, and scenes whidx a re  repeated  increm en ta lly  throughout a  
given n o v e l. Perhaps th e  c le a re s t  exaaqile in  Conrad, because c f  the  
scen ic  s tru c tu re  o f  th e  novel i s  th e  r e p e t i t io n  in  The S e c re t Agent of
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th e  bedroom scenes a t  th e  ends o f  Chapters Three and E L ^ t in  the  murder 
scene a t  th e  end of Chapter Eleven.^ In  th e  f i r s t  two of th ese  scenes 
(pp. 55- 60, 177-181) Verloc, h a rassed  by th e  n e c e s s ity  of arranging an 
a tta c k  on th e  Greenwich O bservatory f o r  Mr. V ladim ir, climbs heav ily  
to  h i s  bedroom to  f in d  Winnie a lread y  com fortably ensconced in  bed. Re­
p re ss in g  h is  iri^Dulse to  unburden h im self to  h e r , he l i s t e n s ,  w ithout 
a c tu a lly  h earin g , to  h e r m a te rn a lly  anxious c h a tte r  about her b ro th er 
S tev ie  only because he d reads ly in g  awake in  th e  dark* Thus, th e i r  
e s s e n t ia l  lad e  o f communication, t h e i r  complete m isunderstanding o f each 
o th e r ’ s m otives, i s  emphasized. O utside, th e  d o d c  on the  landing  
aud ib ly  t id e s  away th e  month V ladim ir has given V erloc . Both scenes end 
w ith V erloc’ s " ’Put i t  o u t , ’" in  response to  Winnie’ s question  about 
th e  la n p .
Having th u s  e s ta b lis h e d  a  p a t te rn ,  Conrad, in  keeping w ith th e  
tone o f th e  n o v e l, i r o n ic a l ly  re v e rse s  i t  in  Chapter Eleven (pp. 259-264-), 
The s e t t in g  h ere  i s  th e  p a r lo r ,  n o t th e  bedroom, and th e  ro le s  o f Winnie 
and V erloc a re  rev e rsed ; n e v e r th e le s s  th e  scene i s  fundam entally th e  
same a s  th e  •two e a r l i e r  ones. V erloc, exhausted by h i s  anxious month 
and more re c e n tly  ty  h is  an x ie ty  about how to  t e l l  Winnie o f S tev ie ’ s 
d ea th , i s  com fortably s-fcretched o u t on th e  so fa , whereas Winnie, having 
been informed ty  In sp ec to r H eat, now la b o rs  under h e r  knowledge of h e r  
b ro th e r ’s d e s tru c tio n . Her v is io n  of h is  d is in te g ra 't io n , a v is io n  o f
^(Garden C ity , N. Y .: Doubleday Page & Coiopany, 1925). All 
re fe re n ce s  to  The S ec re t Agent w i l l  be to  t h i s  edild-on. Page numbers 
w i l l  appear h e re a f te r  in  p a ren th eses  in  th e  t e x t .  On th e  re p e ti t io n  
of th e  bedroom scenes see John Hagan, J r . ,  "The Design o f Conrad’ s 
The S ec re t Agent."  ELH. XXII (June, 1955)* pp . 150-155.
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"smashed branches, to m  leaves,, g rave l, b i t s  of b ro th e r ly  f le s h  and bone, 
a l l  spouting  up to g e th e r in  th e  manner o f a firew o rk ,"  en^hasizes th e  
r e v e rs a l  o f ro le s  by p a ra lleL ln g  th e  v is ion  o f Vladimir* s  fa ce  which 
haun ts h e r  husband in  Chapter Three (pp. 57t 26o). Stevie* s  death  having 
b r o u ^ t  home to  h e r h e r  m isunderstanding of h e r  husband, she b rin g s  home 
to  him h is  m isunderstanding o f h e r  w ith th e  plunge in to  h is  h e a r t o f th e  
carv ing  k n ife , th e  same carv ing  k n ife  she had ta k œ  away from S tev ie  in  
Chapter Three (pp . 6o, 262) • Them begins to  h ear a  tic k in g  sound 
(p . 264). Her d iscovery  th a t  th e  tid c in g  d ie  h ea rs  i s  n o t th e  cLodc 
t h i s  tim e b u t  Verloc* s  blood im pels h e r t o  ;d.unge th ro u ^ i th e  door w ith - 
oU|t p u tt in g  o u t th e  l i ^ t ,  and t h i s  f a i lu r e  le a d s  to  h e r  undoing. Her 
l a t e r  in s is te n c e  th a t  Ossipon p u t o u t the l i ^ t  in su re s  h i s  d iscovery  of 
•tiie body—and th e  e s te n t  o f  h i s  own m isunderstanding o f h e r  (pp. 283-267).
The e f f e c t  f o r  which Conrad designed t h i s  techn ique of re p e t i t i tm  
w ith  deepening v a r ia t io n s  i s  t h a t  sense o f  i n e v i t a b i l i ty  w ith  id iich h is  
b e t te r  bodes a re  so h e av ily  endowed. I t s  s t r a ig th  a t  th e  end o f Lord Jim 
a t t e s t s  to  th e  e ff ic a c y  o f th e  technique, f o r ,  though th e  scenes r e ­
peated  in  Lord Jim  a re  more fragm entary  g en e ra lly  and p resen ted  more in ­
d i r e c t ly  than  in  3 ^  S ec re t Agent and th o u ^  lo r d  Jim  depends much more 
h eav ily  than The S e c re t Agent on th e  cumulative r e p e t i t io n  o f re fe re n c e s , 
a l lu s io n s , and images, th e  b a s ic  technique i s  th e  same. The most f u l l y  
developed p a tte rn  o f r e p e t i t i o i  in  Lord Jim i s  th a t  having to  do w ith  
Jim*s jumps, b u t h e re , in  c o n tra s t  to  ^  S ecre t Agent, th e  major v a r ia ­
t io n  from  t h i s  p a t te rn  i s  p re sen ted  f i r s t :  As a  s tu d en t in  a  t r a in in g  
sh ip , Jim  i s  taken  unawares "by th e  b ru ta l tum ult o f e a r th  and dcy" one 
dark  w inter* s  day and so f a i l s  to  junp  in to  a c u t te r  going to  th e  rescue
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of some men thrown overboard b y  a  c o l l is io n  (pp. 8 -9 ) . The n e r t  tim e he 
i s  tak en  unawares, however, he does make an inqpnlsive leap^-from  th e  
dedc o f the  Patna o f which he i s  m ate, leav in g  behind in  an apparen tly  
sink ing  ship e ig h t hundred Arab p ilg r im s  (pp. 951 110-111), This a c t  i s  
rep ea ted  once more by Jim , a t  th e  beginning o f h i s  l i f e  in  Patusan (pp. 
251- 25^ ) ,  On Idle th i r d  d%r o f h i s  c a p t iv i ty  in  th e  R a jah 's  stodcade, 
having suddenly p w ceived  th e  danger o f  h i s  p o s it io n , he  makes ano ther 
im pulsive le a p : . .  a t  once, w ith o u t any m ental p ro cess  as  i t  were,
w ith o u t any s t i r  o f emotion, he  s e t  about h is  escape a s  i f  eocecuting a  
p lan  matured f o r  a  month (p . 253) * " He Junçs over th e  stodcado w a ll and 
then over a  sm all creek to  escape th e  Rajah.
However, a l th o u ^  th e se  th re e  scenes a re  b a s ic  to  th e  jump 
p a tte rn *  th e  s x te n t  to  id iid i i t  dom inates th e  novéL i s  rev ea led  only in  
th e  rep ea ted  scenes and a l lu s io n s  which a n t ic ip a te  and edio  J im 's  junps. 
The account o f B r ie r ly 's  su ic id e  ju rp , f o r  in s ta n c e  (pp . 58-59), i s  a 
foreshadowing o f J im 's  jump from th e  P a tn a , ju s t  a s  J im 's  throw ing th e  
cross-eyed  Danish L ieu tenan t in to  the  r i v e r  and h i s  fo rc in g  h i s  th re e  
would-be Malayan m urderers to  junp in to  th e  creek a re  re -enactm en ts o f h i s  
jumps (pp . 199, 303)* Moreover, th e re  i s  th r o u ^ o u t  th e  novel a  s e r ie s  
o f  s e e m in g  casua l a l lu s io n s  to  junps and junp ing , b e s t  rep resen ted  
perhaps by remarks of Marlow and Egstrom . Marlow, l ik e  B r ie r ly , f o r e -  
diadows J im 's  le a p  from th e  Patna (o f td iich  we le a rn  t h i r t y  pages l a t e r )  
by d e sc rib in g  th e  beginning o f J im 's  s to ry  a s  fo llo w s; " 'H e began by 
say ing , in  th e  tone  in  Wiioh a man would admit h is  i n a b i l i ty  to  jump a  
tw en ty -fo o t w a ll, th a t  h e  could never go home now. . .  . ( p .  7 9 ) '"  Egstrom, 
t e l l i n g  Marlow o f J im 's  f l i g h t ,  echoes th e  e n t i r e  P atna  in c id e n t:  " '  " I
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made him lo d e  a id e , I  can t e l l  you. 'T h is  business a i n ' t  going to  s in k , '
says I .  He gave a  b ig  jump (p . 195)*"'" The vdxole p a tte rn  reaches i t s
clim ax in  th e  grand raLevance o f ^ a t  Brown says to  Jim in  th a t  encounter
between them " 'p e rh ap s  on th e  very  s p o t '"  of J im 's  " 'second  desp era te
le a p  (p . 380) « '  " Brown's apparen t s in c e r i ty ,  h is  req u es t f o r  a  f a i r
chance, and h i s  shrewd probing a t  J im 's  p a s t a re  c a lc u la te d  to  make J im 's
a c tio n s  tow ards him in e v ita b le :
"This i s  a s  good a  jum ping-off p la c e  f o r  me as an o ther. I  
am s ic k  o f  my in fe rn a l  luck* But i t  would be too  e a ^ *
Ih e re  a re  sqt men in  th e  same boat—and, ty  God, I  am n o t th e  
s o r t  to  jump o u t of tro u b le  and le a v e  them in  a  d - —d lu rc h ,"
I  said* He stood th in k in g  f o r  a  id d le  and then  wanted to  
know t h a t  I  had done ("o u t th e re ,"  h e  says, to ss in g  h is  
head down-stream) to  be hased  àbout so* "Have we met to  
t e l l  each o ih e r  th e  s to ry  o f  our l iv e s ? "  I  asked him,
"Suppose you beg in . No? W ell, I  am sure I  d o n 't  want to  
hear* Keep i t  to  y o u rse lf*  I  know i t  i s  no b e t te r  than  
mine* I 'v e , l iv e d —and so d id  you t h o u ^  you ta lk  a s  i f  
you were one o f th ose  people th a t  should have wings so as 
to  go about w ithout touch ing  th e  d i r t y  e a r th .  W ell—i t  i s  
d i r t y .  I  h a v e n 't  g o t any wings* I  am h e re  because I  was 
a f r a id  once in  sy  l i f e .  Want to  know what of? Of a 
prison* T hat scares me, and you may know i t —i f  i t ' s  any 
good to  you, I  w o n 't ask you what scared  you in to  t h i s  
in fe rn a l  h o le , ^ e r e  you seem  to  have found p re t ty  
p ickings* T h a t 's  your lu d c  and t h i s  i s  mine—th e  p r iv i ­
le g e  to  beg f o r  th e  fav o u r o f being sho t q u idc ly , o r  e ls e  
k icked  cmt to  go f r e e  and s ta rv e  in  my own w ay ." ' (pp. 382- 383)
Two o th e r  im portan t r e p e t i t iv e  p a t te rn s ,  both c a re fu lly  r e la te d  to  
th e  jump p a t te r n ,  d a r i f y  J im 's  c h a ra c te r  and th u s  h e lp  n o t only to  
c re a te  th e  e f f e c t  o f i n e v i t a b i l i ty  but a lso  to  d e fin e  th e  q u a li ty  o f  h i s  
d e a th . R e f lec tin g  on J im 's  a r r iv a l  in  Patusan , Marlow says, " 'S tra n g e , 
t h i s  f a t a l i t y  t h a t  would o a s t th e  conplexion o f a  f l i g h t  upon a l l  h is  
a c t s ,  o f im pulsive u n re f le c tin g  d e se r tio n —o f a  junp in to  th e  unknown 
(p . 229) * '"  This question  o f J im 's  f a t e  i s  one which Marlow b rin g s  up 
se v e ra l tim es . A fte r h i s  v i s i t  to  Patusan he was sure th a t  Jim had
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" ’m astered h is  f a t e , ’ " even i f  th e  "p riv ile g e d  man" wouLd n o t admit i t  
(pp . 274, 316, 324, 338)» Jim ’ s  f a t e  i s ,  o f course , a s  Marlow w r ite s  
to  th e  "p riv ile g e d  man," " ’h is  own p e r s o n a l i ty ,’ " h i s  own in ç u ls iv e  
c h a ra c te r  (pp . 341, 342).
Now, to  m aster one’ s  f a t e ,  one’ s  d h a ra c te r , one must come to  
recogn ize  and accep t h im self a s  he  i s .  This, Jim  re fu se s  to  do. H is 
f i r s t  long  conversation  w ith  >!arlow had been an a t t e n ç t  to  v in d ic a te  
h im se lf . He had jumped, b u t i t  had n o t been h i s  f a u l t .  He had been un= 
f a i r l y  tr ic k e d  by th e  unexpected, by h i s  shipm ates, by th e  Dark Powers 
(pp. 95* 108, 121-124). In  th e  y e a rs  id iich  fo llow  th e  t r i a l ,  r a th e r  
than  adm it h is  id e n t i iy ,  which would imply se lf-a cc ep tan c e , he d iooses 
f l i g h t  from  s i tu a t io n  a f t e r  s i tu a t io n ,  a  d io ic e  th e  more t e l l in g  because 
in  tim e he becomes " ’p e r fe c t ly  known’" (pp . 187-200). For Jim, as he  
t a i l s  Marlow w ith  reg a rd  to  th e  s c u f f le  w ith  th e  cross-eyed  Dane, th e re  
i s  no o th e r  op tion  (p . 199).
Marlow can never make h i s  mind " ’w hether h i s  l i n e  o f conduct 
amounted to  d ii ik in g  h i s  ^ o s t  o r  to  fa c in g  him o u t (p . 197), * " bu t th e  
re a d e r  can f in d  h e lp  in  th e  second r e p e t i t iv e  p a tte rn  a l l i e d  to  th e  juiq> 
p a t te r n .  A fter d iagnosing Jim ’ s  case  f o r  Marlow, S te in  makes th e  s ta t e ­
ment, " ’ "This m agnificen t b u t te r f ly  f in d s  a l i t t l e  heap of d i r t  and s i t s  
s t i l l  on i t ;  bu t man he  w i l l  n ev er on h i s  heap o f mud keep s t i l l  (p . 2 1 3 ) ." ’ " 
We a re  re minded of t h i s  s ta tem en t by Jim ’ s recoun ting  to  Marlow h is  le a p s  
over th e  Rajah’ s  stodcade w a ll and acro ss  th e  credc: " ’ " I  remember how 
s id e  I  f e l t  w r ig ^ in g  in  th a t  s lim e . I  mean r e a l ly  s id e —as i f  I  had 
b i t t e n  something ro t te n  (p . 2 3 1 ) ." ’" S ig n if ic a n tly , Brown rounds t h i s  
p a t te rn  o u t in  t h a t  rm a rk a b le  passage quoted above: " ’ " I 'v e  l iv e d —and
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so d id  you th o u ^  you ta lk  a s  i f  you were one o f  th o se  people ih a t  
should have wings so as  to  go about w ithout touching th e  d i r t y  e a r th . 
W ell—i t  i s  d i r t y  (p . 383)«“*“ So i t  i s ,  and th e  human body i s  o f th e  
d u s t o f th e  earth» b u t t h i s  i s  th e  th in g  '^ ic h  Jim  re fu se s  to  recognize  
and accep t; th a t  i s ,  he f a i l s  to  come to  terms w ith  th e  in h e re n t l im ita ­
t io n s  of human n a tu re , w ith  th e  " ’one t ru th  th e  more’ " o f  th e  French 
L ieu tenan t—w ith  S te in ’ s  d e s tru c t iv e  elem ent. He never g a in s  s e l f -  
knoidedge. In e v ita b ly  a t  Ihe  end, he goes " 't o  defy  th e  d i s a s te r  in  th e  
on ly  way i t  occurred  to  him such a  d is a s te r  could be d e f ie d .  . . .  (pp . 
408-409)’ " " ’He was going to  prove h i s  power’" by conquering " ’ th e  
f a t a l  d e s tin y  I t s e i S  (p . 4 1 0 ) .’ " Once more we a re  reminded of S te in :
" ’ "One th in g  alone can u s from being ou rse lves cure (p . 212)1"’ "
What we come to  understand , th en , in  th e  course o f th e  novel i s  
t h a t  th e  " ’ "diance to  g e t i t  a l l  bade again"’ " o f which Jim  dreams, th e  
o p p o rtu n ity  tdiich Patusan re p re se n ts  to  him, I s  th e  o p p o rtu n ity  to  
v in d ic a te  to  h im se lf h is  own id e a l iz e d  <Kmceptlon o f  h im se lf (pp. 179, 202, 
230, 235» 241). g a  had never juaq)ed from the  P atna, on ly  h i s  body.^
That opportun ity  " ’v e ile d  by h i s  s id e  l i k e  an East«vi b r i d e , ’ " ■rthose fa c e  
he perhaps sees w ith  " ’h i s  l a s t  proud and un flinch ing  ^ a n c e , ’ " re p re se n ts  
f o r  Jim th e  " ’a l lu r in g  shape’ " o f  th e  k in d  of "’ eoctraordinaiy success*" 
found in  th e  l i ^ t  l i t e r a t u r e  to  which h e  i s  add ic ted  (pp . 243, 416).
For th e  re ad e r, however, th a t  v e ile d  opportun ity  i s  l ik e ly  to  re p re se n t 
h i s  o p portun ity  to  ga in  self-know ledge, and Jim, l i k e  B r ie r ly , chooses 
d e a th  r a th e r  than  l i f e  w ith  th e  knowledge of h is  own human f a l l i b i l i t y .
‘*See Van Ghent, E ng lish  Novel, pp. 233-234.
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" ‘ "Who can t e l l , " ' "  a i^ s  Marlow w ith  re fe ren ce  to  B rie r ly , "idiat 
f l a t t e r i n g  view he had induced h im se lf to  tak e  o f h is  own su ic id e  (p . 
6 4 )? " '"  In  J im 's  case we know. At l a s t  he  f in d s  h im self th e  hero in  
th e  k ind  of s to ry  book s i tu a t io n  f o r  whi<* he has  been p repared  s in ce  
h i s  y o u th . Always in  h is  im agination  he had been "an example o f  dévotion 
to  du ty , and as  u n flin ch in g  as  a  hero  in  a  bocdc (p . 6 ) ."  He d ie s ,  s ig ­
n i f i c a n t ly ,  w ltii a  " 'proud and u n flin ch in g  glance (p . 4 l6 )* '"^  He d ie s , 
th a t  i s ,  p a th e t ic a l ly  r a th e r  than t r a g ic a l ly ,  though h i s  death  has been 
rendered  in e v ita b le  by th e  success o f  Conrad's p ro g ressio n  d 'e f f e t .
Another o f  C onrad 's techn iques id iid i c o n tr ib u te s  to  th e  e f f e c t  o f 
in e v i t a b i l i t y  in  Lord Jim , one id iich in  f a c t  ten d s  to  fa d e  in d i s t in -  
gu ishaU y  in to  th e  p ro g ressio n  d ' e f f e t ,  i s  th a t  o f ju s t i f i c a t io n .
A ctu a lly , a d iscu ss io n  o f th e  p ro g ress io n  d* e f f e t  le ad in g  to  J im 's  death  
i s  n e c e s s a r i ly  a  d iscu ss io n  of j u s t i f i c a t i o n ,  f o r ,  as Ford d e sc rib e s  i t ,  
j u s t i f i c a t i o n  i s  th e  b io g rap h ica l background enqployed to  make a  d ia ra c -  
t e r ' s  a c tio n  " th e  only a c tio n  th a t  c h a ra c te r  could have tak en . For­
tu n a te ly , because Conrad j u s t i f i e d  every  c h a rac te r , "always stQjposing th a t  
c h a ra c te r  had any in flu en ce  on th e  i n e v i t a b i l i l ^  o f th e  s to ry ,"  we can 
i l l u s t r a t e  th e  technique o f j u s t i f i c a t i f  w ithou t quo ting  th e  whole of 
Lord Jim  o r  even th e  whole o f  th e  p rev ious d iscu ss io n  o f  th e  p rog ression  
d * e f fe t .3  The ju s t i f i c a t io n  of Doramin, f o r  in s ta n ce , w e ll exeoqpllfies
i t a l i c s .  J im 's  comments to  Marlow about th e  r in g  S te in  g ives 
him and about Doramin and Daln W aris a r e  rev ea lin g : " ' " I t ' s  l i k e  some­
th in g  you re a d  o f in  bodes. .  .  (pp . 2 3 3 - 2 3 4 ) ;  " '"  .TOiey a re  l i k e  
people  in  a  book, a r e n 't  th ey  (p . 260)?"»" As Marlow.remaries in  Chance. 
"'We a re  th e  c re a tu re s  o f  ou r l i g h t  l i t e r a t u r e  much more th an  i s  gener­
a l l y  s u ^ e c te d .  • .  (p . 2 8 8 ) , '"  Jim , a t  l e a s t ,  i s .
^Jeaeph Conrad, p .  204. 
p. 206.
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th e  n a tu re  o f th e  technique*
According to  Ford* th e  d e fe c t o f th e  method, u n less  handled 
c a re fu l ly ,  was th a t  i t  " m i^ t  w e ll r e ta rd  th e  a c tio n , " so th a t  i t  became 
th e  jo b  o f th e  au th o r " to  arrange th a t  th e  very a r re s t in g  o f th e  ac tio n  
i s  an in c item en t o f in t e r e s t  in  th e  reader* » » *"^ Conrad, th e re fo re , 
c au tio u s ly  weaves h i s  ju s t i f i c a t io n  of Doramin in to  Karlow* s account o f 
J in * s  d e fe a t o f  S a e rif  A li and spreads i t  ou t over twenty pages (pp. 255- 
275) .  We le a r n  o f Doramin‘ s  d ig n ity  (p . 256) ,  o f h is  monumental s iz e , 
o f h i s  "*inq>assive repose,*" of th e  f a c t  th a t  he '"w as never known to  
r a i s e  h i s  vo ice*" (p . 259), and o f h is  id o liz in g  h is  only son, Dain W aris, 
bom  to  him l a t e  in  l i f e  (p . 260). Then, as  a  p a r t  o f th e  d e sc rip tio n  
o f th e  way Jim  go t th e  cannons to  th e  top  o f  th e  h i l l ,  we catch  a 
glim pse o f him sea ted  im p o s in g  on th e  d .ope, h i s  silver-m ounted  f l i n t ­
lo ck  p i s to l s  on h is  knees (p . 26^). F in a lly  and most i s ^ r t a n t l y ,  a f te r  
th e  account o f  th e  b a t t l e ,  we le a rn  through Marlow of h i s  s e c re t  am bition 
to  see  h i s  son r u l e r  o f th e  la n d  (p . 273). Thus, we can understand th e  
ca re  he  ta k es  to  see  th a t  no harm comes to  Dain W aris during  Jim*s 
absence a f t e r  Brown*s a r r iv a l  in  Patusan (pp . 36I - 362, 364^)# These 
a c tio n s , in  tu rn , add to  our understanding of h i s  rage a » i sorrow a t  th e  
end of th e  s to ry . H is d ia r a e te r i s t i c  q u ie t ,  im passive d ig n ity  i s  t r a n s -  
fonned when he seesJ9Lm*s r in g  taken from h i s  dead son*s hand: "*Ihe o ld  
nakhoda s ta re d  a t  i t ,  and suddenly l e t  o u t one g re a t f i e r c e  c ry , deep 
from  th e  c h es t, a  ro a r  o f p a in  and fu ry , a s  mighty a s  th e  bellow  o f  a 
wounded b u l l ,  .  .  (p . 411).*" H is shoo ting  o f Jim  th a t  evening i s  in ­
e v i ta b le .
J^oseph Cwurad. p . 207.
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F in a lly , something should be sa id  about th e  way th e  opening of
Lord Jim c o n trib u te s  to  i t s  end. According to  Ford, openings were of
{urimary im portance to  Conrad and him.
The opening paragraph o f book o r  s to ry  should be o f  th e  tempo 
o f th e  whole perform ance. That i s  th e  rende g en e ra le .  More­
over, th e  r e a d e r 's  a t te n t io n  must be gripped ty  th a t  f i r s t  
paragraph . So o u r id e a l novel must begin e i th e r  w ith  a  
dram atic scene o r  w ith  a  n o te  th a t  should suggest th e  whole 
bo(^.1
In  a d d itio n , th e  b e s t way to  ge t a c h a ra c te r  ij^ was to  " g e t him in  w ith  
a  s tro n g  inqjression, and then  work badcwards and forw ards over h is  
past«"2  Obviously, th e  f i r s t  paragraph of Lord Jim re p re se n ts  th e  
attem pt to  g r ip  th e  re a d e r  w ith  a  n o te  suggesting  th e  e n t i r e  bods. The 
f i r s t  sentence o u ^ t  t o  g rip  a l l  b u t th e  most casual o f re a d e rs : "He was 
an inch , perhaps two, under s ix  f e e t ,  pow erfu lly  b u i l t ,  and he advanced 
s t r a ig h t  a t  you w ith  a  s l i ^ t  stoop of th e  shou lders, head forw ard, and 
a  f ix e d  from -under s ta r e  wfaidi made you th in k  of a  d ia rg in g  b u l l ."  I t  
ought, a lso , t o  suggest th a t  Jim  i s  to  be th e  c en te r  o f th e  work.
Furtherm ore, th e  f i r s t  th re e  paragraphs o f th e  bode re p re se n t the  
attem pt to  g e t Jim in  "w ith a  s trong  im pression" b e fo re  th e  beginning of 
th e  movaient "badcwards and forw ards over h i s  p a s t ,"  The question  
n a tu ra l ly  a r i s e s ,  th en , why Conrad chooses to  d e p ic t Jim  f i r s t  to  th e  
re a d e r as a  sh ip -c h a n d le r 's  water-cLeak r a th e r  than  a s  a  s h ip 's  o f f ic e r  
o r  a s  th e  ^  fa c to  r u l e r  o f  Patusan . Ihe  answer i s ,  I  b e l ie v e , th a t  i t  
i s  e a s ie r  th u s  f o r  Conrad to  e s ta b l is h  th e  tone  o f humorous iro n y  which 
pervades th e  f i r s t  fo u r  c h ap te rs . He can a t  once d isp la y  J im 's  ra th e r
1 Joseph Conrad, p . 171. 
% b id , .  p .  130.
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lu d ic ro u s  concern over an in co g n ito  "%hi6li had as  mary h o le s  a s  a  
s iev e  (p , 4 ) ,"  a  concexn tih ieh  l a t e r  s t r ik e s  Marlow too a s  fu n ry , w ith ­
ou t undercu tting  M arlow's more sym pathetic trea tm en t of J im 's  jump from 
th e  Patna and h is  l i f e  in  P a tusan . That th e  om niscien t au thor i s  l e s s  
sym pathetic to  Jim I  th in k  th e re  i s  no doubt, th o u ^ i i t  i s  probable 
th a t  we m iss most o f  h is  s u b tle  iro n y  the  f i r s t  tim e we read  th e  n o v e l.
As we re -re a d  i t ,  however, we n o tic e , n o t ozüy Ihe  comparison of Jim  
to  a  charging b u l l ,  b u t a lso  some o f th e  m od ifiers  in  th a t  f i r s t  p a ra ­
graph; "He was s p o tle s s ly  n e a t, a p p a r ^ e d  in  immaculate w h ite . .  • (ay 
i ta l ic s )* "  And we th in k  i t  most fo r tu n a te  f o r  Jim , whose c e r t i f i c a t e  has 
been can ce lled , t h a t  "a w a te r -d e r k  need n o t pass an exam ination in  aiay- 
th in g  under th e  son. .  .  (p . 3 ) ."
The im portance o f reco g n is in g  th e  su b tly  i ro n ic  tone  of th e  f i r s t  
th r e e  paragraphs o f th e  novel i s  t h a t  i t  helps us to  recognize  th e  same 
to n e  in  th e  l a s t  th re e .  There i s  a  ra th e r  s ig n i f ic a n t  break in  th e  
t e x t  immediately p reced ing  th o se  f i n a l  th re e  paragrajdis Tdiich suggests  
t h a t ,  in  s p i te  o f th e  p re ten ce  o f Marlow's w rit in g  them, th e  om niscien t 
au th o r i s  ba lancing  o f f  th e  opening o f the  book w ith  i t s  c lo s in g . Indeed, 
th e  f i r s t  paragraph and a  h a l f  o f  th e se  l a s t  th re e  read s  l i k e  a  parody o f 
th e  ending to  be found in  th a t  " l ig h t  ho lid ay  l i t e r a tu r e "  t h r o u ^  which 
J im 's  "vocation f o r  th e  sea  had d ec la red  i t s e l f  (p . 5 )*” The f i r s t  two 
sen tences o f th e  second paragraph i l l u s t r a t e  th e  p o in t:
"But we can see him, an obscure conqueror o f fame, te a r in g  
himse lf  o u t o f Ih e  arms o f a  Jea lo u s lo v e  a t  Ihe  s ig n , a t  th e  
c a l l  o f h is  e x a lted  egoism. He goes away from a l iv in g  woman 
to  c e le b ra te  h i s  p i t i l e s s  wedding w ith  a  shadowy id e a l  o f  
conduct, (p . 416)
S orely  th e  am biguity o f  such r e f le c t io n s  i s  a  se rio u s  o b s tac le  to  th e
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popular in te rp re ta t io n  o f Lord Jim a s  a  tragedy  of g u i l t  and atonement, 
s in  and redem ption.^
Nostromo. n o t I^ rd  Jim , i s  th e  key novel in  th e  Conrad canon. I t  
i s  a b ig g e r novel in  both scope and eocecntim  than  Lord Jim , and, as 
Robert Penn Warren h as  shown, i t  co n ta in s  in  more f u l l y  developed form 
more o f  C onrad 's c h a r a c te r is t ic  themes than any o ü ie r  o f h i s  n o v e ls .^  
N ev ertheless, a f t e r  Lord Jim Conrad u se s  only two techn iques so d i s t i n c t  
as to  be t h o u ^ t  o f a s  advances on th e  techn iques o f Lord Jim  r a th e r  
than a s  ad ap ta tio n s  o f  them. In  Chance Harlow re -c re a te s  scenes—th a t  
f o r  in s ta n ce  in  Chapter Four between F lo r a 's  governess and Charley (pp. 
101-106)—<ai which he could have had no inform ation w hatsoever, n o t  even 
th e  k ind  o f fourth -hand  in fo rm ation  on which h e  b ases  much o f h i s  n a rra -  
t iv e .3  "Thus," Guerard rem arks, " th e  s l i t t e r  Chance, r a th e r  th an  Lord 
Jim  o r Nostromo. a n tic ip a te s  th e  f u l l  Fau lknerian  ex tension  o f th e  im­
p r e s s io n is t ic  method": " th e  F au lk n erian  device of n a r ra t io n  t h r o u ^  
sp ec u la tiv e  «anmentaiy, o f re p o r tin g  d isg u ise d  as c o n jec tu re ."^
^The p e rs is te n c e  o f  t h i s  in te rp re ta t io n  i s  i l l u s t r a t e d  both  hy Mrs. 
Hay and Jocelyn  B aines, who w r ite s  in  Joseph Coprqd. p . 2511 "Some c r i t i c s  
have a s s e r te d  t h a t  J im 's  l i f e  ended in  d e fe a t b u t d e sp ite  th e  re fe ren ce  to  
h i s  'e x a lte d  egoism ' id iich  r e c a l l s  B r ie r ly 's  su ic id e  th e re  can be l i t t l e  
doubt t h a t  Conrad approved o f  J im 's  a c t i w .  . • .  Conrad would nev er have 
d isp araged  sud i a  '  Aadowy id e a l  o f  conduct, '  and th e  con tex t w ith  th e  
re fe re n c e  to  J im 's  'e t e r n a l  constancy ' shows (^ e a r  ap p roval."  L ike Mrs. 
Hay, B aines supports h is  argument by H arlow 's sta tem en t in  Chapter Twen-fy- 
Qne, " ' I  a ffirm  he had achieved g rea tn ess  (p f 2 2 5 ) . '"
^ " In tro d u c tio n ,"  Nostrœno. pp . x-acvi.
3see Beach, The Tw entieth Century Novel, pp . 357-359; and Guerard, 
-CTN. pp . 266-271.
^ i d . .  pp. 267, 270.
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The second o f th e  new techniques i s  C onrad 's om ission in  Nostromo 
and The S ec re t Agent o f  what would be t r a d i t io n a l ly  c lim ac tic  scenes.^
In  P a r t  I I I  o f Nostromo th e  ac tio n  jumps, a t  th e  and o f Chapter N ine, from 
N ostrom o's co n v ersa tio n  w ith  o ld  V iola on th e  n i ^ t  o f h is  re tu rn  from 
th e  G reat Is a b e l to  Captain M t d i e l l 's  e l l i p t i c a l  a l lu s io n s , a t  th e  
beg inn ing  of C hapter Ten, to  Nostromo*s r id e  to  Cayta and General B a r r io 's  
d e fe a t o f th e  M b n te ris ts , now accorniglished f a c t s  f o r  some y e a rs  p a s t .
The om itted  scene in  2ÈS S ecre t Aeaot i s ,  of co u rse , th e  scene o f Stevie* s 
d e s tru c tio n  in  Greenwldh P a r t .  Now, to  d esc rib e  th e s e  scenes as  om itted  
scenes i s  n o t to  say th a t  th e  m atter o f  them i s  m issing  e n t i r e ly  from the  
n o v e ls , b u t to  s t r e s s  t h a t  they  a re  om itted  a^  scen es . Oie re a d e r may 
very  w e ll be a b le , f i n a l ly ,  to  wozic ou t both th e  a c tio n  and th e  o rd e r of 
ev en ts , b u t he does so ty  p iec in g  to g e th e r th e  in d i r e c t ly  re p o rted  f r a g ­
ments o f  th e  sh a tte re d  scenes tdiich may be, as in  The S ecre t A gait. 
s c a tte re d  throughout th e  book. There, th e  f i r s t  foreshadow ing o f  S tenrie 's  
f a t e  occurs on page n in e  in  h is  s e t t in g  o ff  firew o rk s  on th e  s ta i r c a s e  o f 
th e  p reserved  m ilk f irm , o u t o f pure compassion f o r  a l l  v ic tim s o f " in ­
ju s t i c e  and o p p ress io n . " This in c id e n t, menticmed once more ty  th e  
au thor (p . 220), cu lm inates—a s  do th e  fragm ents o f th e  scene of S te v ie 's  
death —in  th e  v is io n  Winnie has ju s t  be fo re  she s ta b s  V erloc, "where a f te r  
a  r a in l ik e  f a l l  o f  mangled lim bs th e  d ecap ita ted  head o f S tev ie  lin g e re d  
suspeoded a lone, and fad in g  o u t slowly l i k e  th e  l a s t  s t a r  o f a  pyro­
tech n ic  d ism a y  (p . 2 6 0 ) .“
Such a  fragm en ta tion  o f scenes n o t only emphasizes C onrad's la d e
Ip o r a  d iscu ss io n  o f t h i s  technique, see P au l L . W iley, N o v e lis t 
^  Worlds; Ford V s à m  Ford, pp. 78-80.
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of in t e r e s t  in  a c tio n  as  such bu t a lso  c a r r ie s  to  i t s  lo g ic a l  end th e  
in d ir e c t  method o f Lord Jim, e sp e c ia lly  th e  t im e -s h if t  technique* Intea*- 
e s tin g ly  e n o u ^  i t ,  to o , seaas to  be an a n tic ip a tio n  o f  Fau lknerian  
p ra c t ic e . One th in k s  in e v ita b ly  o f th e  "om ission” o f Caddy Compson of 
Ihe Sovnd and th e  Fury.  Caddie i s  in  many ways th e  c e n tra l  c h a rac te r  of 
th e  novel, in te n t io n a l ly  so according to  Fau lkner: "To me she was th e  
b e a u tifu l  one, she was my h e a r t 's  d a r l in g . T h a t 's  what I  w rote th e  bock 
about and I  used th e  to o ls  w hidi seemed to  me th e  p ro p er to o ls  to  t r y  to  
t e l l ,  t r y  to  draw th e  p ic tu re  o f C a d d y . Y e t  Caddie i s  p resen ted  a lm s t  
e n t i r e ly  in d ir e c t ly ,  th r o u ^  tiie  ^ e s  o f h e r  b ro th e rs ; only in  some of 
th e  childhood scenes rendered  through Benjy i s  she d ep ic ted  m o re-o r-less  
o b je c tiv e ly . One of F a u lk n e r 's  to o ls ,  p robably , was a  knowledge of 
C onrad's p ra c t ic e  in  Nostromo and The S ecre t Agent.
With th e  exception  o f th ese  two, Conrad's techn iques in  th e  novels 
w r it te n  a f t e r  1900 a re  ad ap ta tio n s  o f those  o f Lord J;Ljn. th o u ^  freq u en tly  
b r i l l i a n t  ad ap ta tio n s . The r a th e r  slow, r e f le c t iv e  f i r s t  d ia p te r  of 
Nostromo. f o r  in s ta n c e , i t s  tempo c o n s is te n t w ith  th e  n o v e l 's  le n g th , has 
j u s t l y  been p ra is e d  fo r  i t s  economic evocation  o f  th e  s to r y 's  geographi­
c a l  badcgrcund, i t s  suggestion  o f th e  h i s to r i c a l  background, a  nd i t s  in ­
tro d u c tio n  o f  th e  theme o f  t r e a s u re .^
^£D, p .  6 . See a lso  M eriwether, Papers fif ib fi B ib liQ g ra th lea l 
S ociety  o f America. LVI (September, 19o2), p . 30?, There Meriwether 
paraphrases p a r t s  o f  an incom plete ty p e s c r ip t  w hidi he  id e n t i f i e s  as 
FauU m er's in tro d u c tio n  to  Random H ouse's proposed 1933 l im ite d  e d itio n  
o f Thq SouxKi and th e  Fury . According to  M eriwether, Faulkner w rote  th a t  
" lack ing  e i th e r  s i s t e r  o r  d a u ^ te r ,  he had s e t  h im se lf to  c re a te  th e  
t r a g ic ,  lo v e ly  f ig u r e  o f Caddy. "
^Edward Crankshaw, Joseph Conrad, pp . 180-186,
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So has the  c rea tio n  of and popu la tion  o f an e n tire  country  and i t s  
h is to r y  in  P a r t I  th r o n g  th e  ju s t i f i c a t io n  and tim e -sh if t  tech n iq u es ,
"In  Kostrou», " w r ite s  Guerard, " th e  in ç re s s io n is t ic  method . .  .  serves 
f i r s t  Ihe  g re a t humble f i c t io n a l  aim of c re a tin g  r e a l i ty  in  dep th : o f 
suggesting , behind th e  in c id e n t i t  f la s h e s  down to observe, a  hundred 
s imi l a r  in c id e n ts  unrecorded."^ Also w idely apprecia ted  i s  th e  way th e  
tim e= sh ift method a llow s ju x ta p o s it io n s  o f charac te r and scene to  illu m ­
in a te  th e  mixed m otives and c ro ss  purposes o f th e  people c a u ^ t  up in  
th e  d riv e  towards p ro g ress  in  Sulaco, as  w ell a s  the la r g e r  th an es  o f 
a b s t r a c t  id e a l iz a t io n  ( i l lu s io n )  and "m a te ria l in te r e s t s ."  I t  goes w ith­
o u t saying th a t  alm ost always th e se  techn iques a re  complemented by th e  
v iv id  p a r t ic u la r i ty  of C onrad's ren dering  o f h is  m a te r ia ls .
I t  may be, however, th a t  th e  very  p a r t ic u la r i ty  o f  th e  m a te ria l 
in t e r e s t s  in  Sulaco—s t i l l  rem arkably contenporary-4ias le d  to  what i s ,
I  b e liev e , an over-em phasis on Conrad’ s  p ro p h e tic  an a ly s is  o f c a p i t a l i s ­
t i c  im peria lism . Conrad h im self l e n t  support to  th is  approach to  th e  
nove l in  a l e t t e r  w r i t te n  l a t e  in  h i s  l i f e  to  E rnst Bendz* " I  w i l l  take  
th e  l ib e r ty  to  p o in t o u t th a t  Nostromo has never been in tended  f o r  th e  
hero  o f the  Tale o f th e  Seaboard. S ilv e r  i s  th e  p ivo t o f  th e  moral and 
m a te r ia l events, a f fe c t in g  th e  l i v e s  o f everybody in th e  ta le ." ^  But as 
Jocelyn  Baines h as  p o in ted  o u t, th e  s i lv e r —u su a lly  tak en  to  sym bolize th e  
"m a te ria l in te r e s t s " —"has only  a  s u p e r f ic ia l  o r  formal connexion w ith  
some of th e  most is p o r ta n t  moral ev en ts , " th o u ^  i t  i s  " th e  th re a d  w hidi
^CTN. p . 179* See a lso  p p . 181, 210-215»
^March 7, 1923, Mi, U , 296.
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b in d s  th e  bocAc to g e th e r .”^
The c h a ra c te r  most u su a lly  s l ig h te d  in  th e  in te r p r e ta t io n  o f th e  
nove l as a  “f i c t i o n a l  study  o f im perialism " i s  Dr* M ony^aau^ I rv in g  
Howe, fo r  in s ta n c e , mentions him only in  connection w ith  h i s  s k e p tic a l  
a n a ly s is  to  ^Irs. Gould o f  m a te r ia l  i n t e r e s t s ,  though su re ly  th r o u ^ o u t  
P a r t  I I I  he i s  one o f  th e  most is p o r ta n t  c h a ra c te rs .3 One may g ra n t to  
Guerard t h a t  P a r t  H I  i s  th e  w eakest s e c tio n  o f th e  novel w ith o u t de­
t r a c t in g  from  th e  a t t r a c t iv e n e s s  and inqportance of Dr. Mony^iam, f o r  
h e  i s  v i t a l  to  Conrad's m ajor theme in  th e  novel; th e  n a tu ra l  d ep rav ity  
o f  man, th e  in h e re n t c o r r u p t ib i l i ty  o f mankind.^ Conrad i s  p r im a rily  
in te r e s te d  in  Nostromo. th a t  i s ,  n o t i n  th e  tem poral i n s t i tu t io n s  o f  man­
k in d  in  them selves, bu t in  th e  tim e le ssn ess  o f human n a tu re  udiich dooms 
tem poral i n s t i t u t i o n s  to  f u t i l i t y .  The c r i t i c a l  in s is te n c e  on th e  
c o rru p tin g  e f f e c t  o f  th e  s i lv e r  i s ,  I  th ink» p a r t i a l l y  wrong. Dr. 
Monygham's r e la t io n s h ip  to  th e  s i lv e r  i s  a  very  in d ir e c t  one; y e t  he be­
comes co rru p ted . And, a s  Baines rem arks, even Nostromo* s  “th e f t  o f  th e  
s i l v e r  i s  more th e  e f f e c t  th an  th e  cause" o f  h i s  c o rru p tio n .^  The skep­
t ic is m  of Nostromo. th en , i s  n o t so much-a p o l i t i c a l  o r  economic s k e p ti­
cism a s  i t  i s  a m oral sk ep tic ism . Conrad i s  p e s s im is tic  about th e  p ro ­
g re ss  o f  m a te r ia l  i n t e r e s t s  because b a s ic a l ly  he i s  p e s s im is tic  about
^Joseph Conrad, p .  301.
^Q uotation from  Irv in g  Howe, P o l i t i e s  and th e  Novel, p . 100,
% ) id . .  p . 106; Nostromo. p .  511. 
tvCTN. pp . 202-210.
% oseEh Conrad, p . 302.
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human n a tu r e .1
The theme o f the  c o r r u p t ib i l i ty  o f human n a tu re  i s  worked out in  
th e  novel through two rep ea ted  p a tte rn s  of which th e  f i r s t  i s  th e  image 
o f devo tion  to  tre a s u re  id ild i r ^ a t e s  C harles Gould, Nostromo, M artin 
Decoud, D r. Mony^am, and Colonel S o td llo  to  th e  s p e c tra l  gringos of 
Chapter I .  C harles Gould becomes a s lav e  o f th e  tr e a s u re  o f th e  mine 
t h r o u ^  h i s  a b s tr a c t  id ea lism ; Nostromo, th r o u ^  h i s  v a n ity ; Decoud, 
t h r o u ^  p a tr io tis m  and lo v e ; and S o t i l lo ,  th r o u ^  greed . ^  Even Dr. 
Mbnygjham can be sa id  to  become a  âLave o f th e  San Tome mine: " I t  p re­
sen ted  i t s e l f  to  h i s  f i f t y - y e a r s '  e ld  eyes in  ih e  d iape o f a l i t t l e  
woman in  a  s o f t  d re s s  w ith  a  long  t r a in ,  w ith  a  head a t t r a c t iv e ly  over- 
w e i^ te d  by a  g re a t  mass o f  f a i r  h a i r  and th e  d e l ic a te  p rec io u sn ess  of 
h e r  in n e r w orth , p a rta k in g  of a  gam and a  flo w er, rev ea led  in  every a t t i ­
tude  o f  h e r  person  (p . U3I ) • " But Conrad h ere  i s  s t r a in in g  to  c rea te  a  
r e la t io n s h ip  between Mony^am and ih e  s i lv e r  w hidi does n o t a c tu a lly  
e x i s t .  B e tte r  i s  th e  l a t e r  image o f h i s  devotion to  Mrs. Gould: "Dr. 
Mony#iam had grown o ld e r , w ith  h i s  head s te e l-g re y  and th e  undianged ex>> 
p re s s io n  o f  h i s  fa c e , l iv in g  on th e  in e x h au s tib le  tre a su re  o f h i s  devo­
t io n  drawn upon in  th e  s e c re t  o f  h is  h e a r t  l i k e  a  s to re  o f unlawful 
w ealth  (p . 504) . "
The s i lv e r ,  th e  t r e a s u r e ,  i s  in c o r ru p tib le .  Only man i s  o o ir% - 
t i b l e .  C orrupted su b tly , i n s i d i o u ^ ,  by even th e  b e s t  of m otives, man
^A fter a r r iv in g  independently  a t  t h i s  c o n ù u sio n  about Nostromo.
I  found I  had been a n tic ip a te d  by Leo GuAo, Joseph Conrad, pp . 122-
125.
^See pp . 214-222; 501-502; 1?6, 501; 460, 484. R ela ted  passages 
occur on pp. 379. 400, 402, 521-522, 526, 53I ,  541-542.
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becomes am orally a b s tra c t  l i k e  G barles Gotild. a t  one extreme o r  Im­
m orally  b ru ta l  l i k e  S o ti l lo  a t  th e  o th e r  end, in  e i th e r  ease , inhumane.
He begins to  confuse means and ends and then  to  use o th e r  people as a 
means to  h is  overm astering end. The author* s remaries about D r. Monygham 
i l l u s t r a t e  th e  p o in t .  Having taken  i t  upon him sd-f to  save Mrs. Gould, 
Mony^ram must persuade Nostromo to  r id e  to  Cayta to  summon General 
B arrio s , bu t b i s  devotion to  Mrs. Gould b lin d s  him to  a l l  o th e r  consider­
a tio n s :
I t  was a  good id ea—and B arrio s  %as th e  only instrum ent o f  i t s  
r e a l iz a t io n .  The d o c to r 's  so u l, w ithered  and shrunk ly  th e  
shame o f a  moral d isg ra ce , became im placable in  th e  expansion 
o f i t s  te n d e rn ess . N ostrom o's r e tu rn  was p ro v id e n tia l .  He 
d id  n o t th in k  o f  him humanely, a s  o f  a  f  e llo w -c rea tu re  j u s t  
escaped from th e  jaws o f d e a th . The Gapataz f o r  him was th e  
only p o ss ib le  messenger to  Cayta. (pp . 431-432)
He was n o t  a  ca llo u s  man. But th e  n e c e s s i ty , th e  magnitude, 
th e  in p o rtan ce  o f th e  ta s k  he had taken  upon h im se lf dwarfed 
a l l  m erely humane c o n s id e ra tio n s , (p . 439)
Such confusions of ends and means form a second p a t te rn  in  th e  
novel l in k in g  th ose  who have e re c te d  th e i r  d e s ire s  in to  d u t ie s .  (Ihe  
c lo th in g  o f a  p a ss io n a te  d e s ir e  " in  th e  f a i r  robes of an id e a ” to  vbido. 
a l l  o th e r co n sid e ra tio n s  a re  subord inated  i s  what Conrad means in  th i s  
novel by th e  term  (p . 239). Decoud, f o r  th e  sake o f  h i s  country
and xiis lo v e , consciously , c y n ic a lly , in c i te s  "poor ig n o ran t fo o ls  to  
k i l l  and to  d ie ,"  th r o u ^  th e  pages o f  th e  P orven ir (p . 181). As fo r  
S o t i l lo ,  "noth ing  th a t  served h i s  ends could appear to  him r e a l ly  rep re ­
h e n s ib le  (p . 350 )."  But C harles Gould i s  th e  d i ie f  exaap le . H is e a r ly  
ju s t i f i c a t io n  f o r  disobeying h i s  f a t h e r 's  w ishes by working th e  mine 
sounds humanaLy co rpassiona te:
"Miat i s  wanted h ere  i s  law , good f a i t h ,  o rd e r, s e c u r ity .
Any one can declaim  about th e se  th in g s , b u t I  p in  ny f a i t h
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to  m a te r ia l in te re s ts*  Only l e t  th e  m a tw la l  in te r e s t s  
once g e t a  firm  footing» and they  a re  bound to  impose th e  
con d itio n s  on which a lone  they  can continue to  e x is t .
That* 3 how your money-making i s  j u s t i f i e d  h e re  in  th e  
fa c e  o f  law lessness and d is o rd e r .  I t  i s  ju s t i f i e d  be­
cause th e  se c u rity  which i t  demands must be shared w ith  
an oppressed peop le . A b e t t e r  ju s t i c e  w i l l  come a f te r ­
w ards. T h a t's  your ra y  o f  h o p e .” (p . 84)
But t h i s  speech i s  e l i c i t e d  by h i s  wife* s qu estio n in g  o f  the  means
(b ribery ) he i s  using  to  make th e  mine a  success (pp . 83-85) ,  and by th e
time o f  th e  M onterist re v o lu tio n  th e  mine has tu rn ed
in to  a  w a ll of s i lv e r -b r ic k s ,  e re c te d  by th e  s i le n t  woidc o f 
e v i l  s p i r i t s ,  between h e r  and h e r  husband. He seemed to  
dw ell a lw e  w ith in  a  c ircu m v alla tio n  o f p re c io u s  m etal, 
leav in g  h e r o u ts id e  w ith  h e r school, h e r  h o s p i ta l ,  th e  side  
mothers and th e  fe e b le  o ld  men, mere in s ig n if ic a n t  ves­
t ig e s  o f  th e  i n i t i a l  in s p ira tic m . (p . 222)
Standing opposed to  t h i s  group o f c h a ra c te rs  idiich confuses means 
and ends i s  another group which re p re so a ts  th e  p o s s ib i l i t i e s  o f human 
n a tu re , th e  humane id e a l .  M rs. Gould and more e sp e c ia lly  G iorgio V io la, 
Don and F a th er Romhn re p re se n t, l i k e  th e  French l ie u te n a n t in  Lord
Jim, th e  f i d e l i t y  to  and s o l id a r i ty  w ith  o th e r  people and th e  devotion 
to  du ty  which c o n s ti tu te d  f o r  Conrad humanity* s f ix e d  standard  o f conduct. 
Mrs. Gould, we a re  to ld ,  "was guided by an a l e r t  percep tion  o f v a lu es .
She was h ig h ly  g if te d  in  th e  a r t  o f human in te rc o u rs e  which c o n s is ts  in  
d e l ic a te  shades o f s e lf - fo rg e tfu ln e s s  and in  th e  suggestion o f u n iv e rsa l 
comprehension (p . 46 )."^  Don Pepe has th e  "vein o f  genuine humanity so 
o ften  found in  s im ^ e  o ld  s o ld ie r s  o f  proved courage who have seen much
11rving Howe's a sp e rs io n s  on Mrs. Gould a re  u n ju s t ( P o l i t ie s  and 
Hovel, p . 108). I t  i s  th e  Ind ians o f  th e  mine, no t a l l  CostaguaSeros, 
who look a l ik e  to  h e r , bu t we a re  to ld  e x p l io i t ly  o f  her % um est i n t e r ­
e s t ” in  them and of h e r  ta lk in g  over w ith  F a th e r Bomân " th e  innumerable 
M arias and B rig idas o f  th e  v i l l a g e s .  . . . "  (pp. 100, 399) See a lso  pp. 
67, 157» 38O f o r  fu r th e r  evidence on Mrs. G ould 's ch arac te r and h e r 
p o s it io n  in  Sulaco.
d esp e ra te  se rv ice  (p . 99)*" So does F ather Bonân (pp . 103 , 399), and as 
f o r  V io la , " th e  s p i r i t  o f  s e lf - fo rg e tfu ln e s s ,  th e  sim ple devotion  to  a  
v a s t  humani t a r i a n  id e a  . . • had l e f t  i t s  made upon G iorgio in  a  s o r t  of 
a u s te re  co n teaç t f o r  a l l  p e rso n al advantage (p . 31)*" Yet one must n o t 
make too  much o f th e  r o le  o f th e se  ch a rac te rs  in  th e  nove l. A c h ild le s s  
woman and th re e  o ld  men handicapped by age, humble o r ig in s ,  and igno r­
ance, they  serve  only as f o i l s  to  th e  more im portan t c h a rac te rs , a l l  o f 
whom co rru p t them selves and th u s  u n d e rlin e  C onrad 's p e ss im is tic  theme.
L ike Nostromo. Under W estern Eves s u f fe r s  a t  p re se n t frœa an over­
emphasis on i t s  contemporaiy re lev an ce  and so Im d s  i t s e l f  to  a con­
clud ing  d an o n stra tio n  o f th e  c r i t i c a l  value o f approaching Conrad's 
works th r o u ^  h i s  s t r u c tu r a l  te ch n iq u es . Ih e  s t r e s s  on th e  n o v e l 's  con- 
tem p o ran e i^  h as  le d  f re q u e n tly  to  th e  d iscu ss io n  of Bazumov as an em­
bodiment of th in g s  R ussian r a th e r  than  as a  p sy ch o lo g ica lly  p la u s ib le  
ch a ra c te r  in  h i s  own r i g h t .  O ften , th e re fo re , h is  m otives f o r  b e tray in g  
H aldin to  th e  p o lic e  have been d e sc rib ed , to o  sinqaLy, as mere s e l f is h  
am bition and fea r .^  S im ila r ly , h i s  m otives f o r  h is  l a t e r  s e lf -b e tra y a l  to  
N a ta lia  H aldin have been a sc rib ed  by Hewitt to  a  fuzzy  Russianness lA ich 
Conrad d id  n o t in ten d  us to  understand  and by Guerard to  "a g en era lized  
s e lf -d e s tru c tiv e n e ss "  sp ring ing  from h is  g u i l t  over th e  b e tra y a l of 
H ald in .^
^See, f o r  in s ta n c e , L eav is, The G reat T ra d itio n , pp. 266-26?j 
Zabel, C ra ft ggd C h arac tw . pp . 203-204; Guerard, C_TK. pp. 233-234; 
B aines, Joseph Conrad. 365; and Tory Tanner, 'N ightm are and Conqplacency: 
Bazumov and * he W estern ^ e ,  " C r i t i c a l  O aa rta rly . iv  (Autumn, 1962), pp. 
201-202.
% e w itt, Conrad: Reassessm ent, p . 83; Guerard, ggg,, 235.
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There i s ,  o f course, t r u th  in  what th e se  c r i t i c s  have sa id  about 
Razunov’ s m otives b u t a  f u l l  understanding o f  them re q u ire s ,  I  th in k , an 
understanding  o f  fo u r  pages e a r ly  ixi the novel and o f  a  p a t te rn  of repe­
t i t i o n  based on them whi.ch i s  very  s im ila r to  th e  r e p e t i t io n  o f th e  bed­
room scenes In  The S ec re t Agent. The four pages, extrem ely inçjortant 
ones, a re  pages ten  through fo u rteen  of P a r t  I  'idiich se p a ra te  th e  ac­
count o f  de P '  s a s s a s s in a tio n  from th a t  o f RazumoV s a r r iv a l  in  
h is  rooms to  f in d  H aldin  aw aiting  him. They c o n s t i tu te  th e  "strong  im­
p re s s io n ,"  th e  b a s ic  c h a ra c te r iz a tio n  of Razumov, on which h is  m otivation  
f o r  h is  th re e  m ajor d e c is io n s  r e s t s  h eav ily  s h is  d e c is io n  to  b e tray  
H ald in , h is  d e c is io n  to  become a p o lic e  spy, and h i s  c lim a c tic  d ec is io n  
to  b e tra y  h im se lf to  N a ta l ia  H aldin—a l l  lin k e d  in  a  p a t te rn  o f r e p e t i ­
t i o n .  A study o f t h i s  p a t te r n  to g e th e r w ith  th e  fo u r  page in ç re ss io n  of 
Razumov w il l ,  I  b e lie v e , re v e a l Razumov*s m otives in  b e tray in g  Haldin to  
be s u b tle r  than most c r i t i c s  have remarked and h is  s e lf -b e tr% ra l, in  con­
sequence, to  be more understandab le .
The f i r s t  th in g  we le a r n  about Razumov on page te n  i s  th a t  he i s  
"as lo n e ly  in  th e  world as a  man swimming in  th e  deep se a ."  In  the  
fo llo w in g  paragraph we le a r n  o f  h is  d e s ire  to  win th e  s i lv e r  medal fo r  a 
p r iz e  essay , a  d e s ire  r e la te d  to  h is  lo n e lin e ss  by h i s  memory a t  th e  end 
o f  th e  paragraph o f th e  l a s t  y e a r 's  e la ted  w in n e r 's  te leg ram  to  h is  
p a re n ts : " ' I  say I W on't th e  o ld  people make i t  a  f e s t iv e  tim e f o r  ttxe 
neighbours f o r  tw enty m ile s  around our p lace  (p . 1 1 )? '"  T his memory, in  
tu rn ,  le a d s  in to  th e  d isc u ss io n  of P rince  K as Razumov's p ro te c to r
and o f  Razumov's only  m eeting w ith  him . At th e  end of t h a t  meeting 
P rin ce  K (Razumov* s  f a th e r )  had app lied  l i g h t  p re s su re  to  Razumov* s
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hand; "The emotion of i t  was t e r r i b l e .  Razumov's h e a r t seemed to  le ap
in to  h is  th ro a t (p. 12)." From th i s  time forward Razumov th in k s  of
P rince K______  as "He" and tak es  an in te r e s t  in  the K fam ily  whom
he sees once on a shopping to u r ,
"His" daughters. They resembled "Him." The young man f e l t  
a glow of warm f r ie n d lin e s s  towards th e se  g i r l s  who would 
never know o f  h is  ex isten ce . P resen tly  t h ^  would marry 
Generals o r Kammerherrs and have g i r l s  and hoys  of th e i r  own, 
who perhaps would be aware o f him as a ce leb ra ted  o ld  pro­
fe s so r , decorated , p o ssib ly  a P rivy  C ouncillo r, one of the  
g lo r ie s  o f Russia—nothing more!
But a ce leb ra ted  p ro fesso r was a somebody. D is tin c tio n  
would convert th e  la b e l Razumov in to  an honoured name.
There was nothing strange in  th e  studen t Razumov’ s wish fo r  
d is t in c t io n .  ^  man’ s r e a l  l i f e  i s  th a t  accorded to  him in  
th e  th o u ^ t s  of o th e r  men ^  reason of re sp e c t o r n a tu ra l 
lo v e . Returning home on th e  day of th e  attem pt on Mr.
de P ’ 8 l i f e ,  Razumov reso lved  to. have a good t r y  fo r  the
s i lv e r  medal.
Climbing slowly the  fo u r f l i g h t s  of th e  da ik , d ir ty  s t a i r ­
case in  th e  house where he had h is  lodg ings, he f e l t  confi­
den t of success. The w inner’ s name would be published in  
th e  papers on New Year’ s Day. And a t  th e  thought th a t  "He" 
would most probably read i t  th e re . Razumov stopped sh o rt on 
th e  s t a i r s  f o r  an in s ta n t , then went on sm iling f a in t ly  a t  
h is  own emotion. "This i s  bu t a  shadow, " he sa id  to  h im self,
"but the  medal i s  a so lid  beginning." (pp. 13-1^)^
Now, th i s  lin k in g  togeiJier of Razumov’ s l in e l in e s s ,  h i s  d e s ir e  to 
win the  s i lv e r  medal, and h is  re la tio n s h ip  to  P rince K i s  n o t
acc id e n ta l, nor do th ese  four pages serve a merely expository  fu n c tio n , 
Thqy strong ly  imply th a t ,  whether he knows i t  o r n o t, Razumov wants th a t  
s i lv e r  medal and the  d is t in c t io n  to  which i t  might le ad , n o t as ends in  
them selves, but a s  means towards h is  r e a l  end which i s  to  gain th e  
approval of h is  f a th e r .  His dismay a t  fin d in g  Haldin in  h is  rooms and 
h is  r a t io n a liz a t io n  of h is  b e tra y a l o f him a r i s e ,  then , n o t merely o u t o f 
s e l f i s h  ambition and f e a r  but a lso  ou t of h is  emotional commitment to
i t a l i c s .
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P rin ce  K_______ and what "He" s tan d s  f o r .  The comment of th e  author
(o s te n s ib ly  the  language teach e r) n e a r th e  beginning of Razumov's argu­
ment w ith  h im self, which ends in  h is  d ec is io n  to  give Haldin up, would 
seem to  apply to  something deeper than  an ambition to  win a s i lv e r  medals
For a  t r a in  of thought i s  nev er f a l s e .  The falsehood l i e s  
deep in  the  n e c e s s i t ie s  o f e x is ten ce , in  s e c re t fea rs  and 
half-form ed am bitions, in  th e  s e c re t confidence combined w ith 
a  s e c re t m is tru s t of o u rse lv es , in  th e  love  of hope and th e  
dread o f uncerta in  days. (p p . 33-34)
Twice during t h i s  argument w ith  h im self, th e  fa c t o f h is  complete 
m oral is o la t io n  occurs to  Razumov, and, s ig n if ic a n tly , he a r r iv e s  sim ul­
tan eously  a t  h is  decision  to  g ive  Haldin up and a t  h is  "need of some 
o th e r  m ind's sanction": " 'I  want to  be understood (p . 3 9 ) . '"  Yet th e re  
i s  no one to  whom he can tu rn . In  h is  despera te  moral so litu d e  he em­
b races
fo r  a  whole minute th e  d e l i r io u s  purpose o f rushing  to  h is  
lodgings and f lin g in g  h im self on h is  knees by th e  side of 
th e  bed w ith the  dark f ig u re  s tre tch e d  on i t ;  to  pour ou t 
a f u l l  confession in  p a ss io n a te  words th a t  would s t i r  th e  
whole being of th a t  man to  i t s  innerm ost depths; th a t would 
end in  embraces and te a r s ;  i n  an in c re d ib le  fellow ship of 
so u ls—such as the  world had never seen. I t  was sublime 1 
(pp. 39040)
But i t  i s  no t H a ld in 's  understanding  and approval Razumov w ants, and in  
th e  next in s ta n t  h is  thought of P rin ce  K makes "his knees shake a
l i t t l e  (p . 4 0 )."
A ll th e  elements of t h i s  f i r s t  long scene—Razumov's lo n e lin e s s , 
h is  longing  to  be understood, h i s  impulse to  confess, h is  meeting w ith  
h is  f a th e r —reappear in  th e  f i r s t  chap ter o f P a r t IV, tdiose most obvious 
fu n c tio n  i s  to  rev ea l f in a l ly  th a t  he i s  in  Geneva as a p o lic e  spy. In  
chronolog ical tim e th i s  chap ter fo llo w s immediately on M ikulin 's
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" ’Where to ? ’ " a t the  end o f P a r t  I ,  bu t as th e  novel i s  organized i t  i s  
separa ted  from th a t  question by two hundred pages of te x t .  Undoubtedly 
one reason fo r  t h i s  o rgan ization  i s  Conrad’ s d e s ire  to  keep up the  sus­
pense as long as p o ss ib le . A more im portant reason i s  probably h is  in=’ 
te n tio n  to  make Razumov’s decision  to  become a spy a p a tte rn ed  re p e ti t io n  
of h is  e a r l ie r  d ec is io n  to  be tray  H aldin and thus a strong foreshadowing 
of h is  c lim actic  confession to  N a ta l ia .  Located w ith in  f i f t y  pages of 
th a t  confession, th e  decision  to  become a spy ought to  add fo rce  to  th e  
e f fe c t  o f in e v i ta b i l i ty  in  th e  confession  scene, fo rce  which would be 
u n a tta in ab le  were the  decision  to  become a spy to  be presented  in  i t s  
proper chronological o rd e r. U nfortunately , however, the  two hundred and 
f i f t y  pages which in te iv en e  between Razumov’ s f i r s t  two major decisions 
tend  to  obscure th e  development of th e  p a tte rn  of re p e ti t io n  and, th e re ­
fo re , i t s  e ffe c tiv en e ss . N evertheless, th is  p a tte rn  goes f a r ,  I  th in k , 
towards explaining the  m otivation o f Razumov’ s ch arac te r.
P a rt IV opens w ith th e  statem ent th a t "Mr. Razumov’s youth had no 
one in  th e  world, as l i t e r a l l y  no one a s  i t  can be honestly  affirm ed of 
any human being (p . 293) « " Then i t  p icks up and continues from P a rt I  
th e  account of Razumov’ s f i r s t  m eeting w ith M ikulin, a t  the end of which, 
we now le a rn , he had f e l t  the  impulse to  confess to  Mikulin because of 
the  l e t t e r ’s apparent understanding: "To be understood appeared extremely 
fa sc in a tin g  (p. 297)."  A fter t h i s  meeting a period  o f argument w ith him­
s e l f  ensues (pp. 299-303). follow ed by more meetings w ith  Mikulin and, 
u ltim a te ly , another emotional meeting w ith  h is  fa th e r ;
The obscure, u n re la ted  young s tu d en t Razumov, in  the  moment 
6Î  g rea t moral lo n e lin e ss , was allowed to  f e e l  th a t  he was 
an o b jec t of in te r e s t  to  a sm all group of people of high
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p o s it io n . Prince K was persuaded to  in te rv en e  p e r­
so n a lly , and on a c e r ta in  occasion gave way to  a manly 
emotion which, a l l  unexpected as i t  was, q u ite  u pset Mr.
Razumov, ihe  sudden anbrace of th a t  man, a g ita te d  by h is  
lo y a lty  to  a throne and by suppressed p a te rn a l a f fe c tio n , 
was a  rev e la tio n  to  Mr. Razumov of something w ith in  h is  
own b re a s t , (pp. 307-308)
Razumov becomes a p o lic e  spy. At the same tim e, however, he be­
g ins to  understand, probably w ithout re a l iz in g  i t  consciously , th a t  in  
h is  eagerness to  be understood—to  r e la te  h im self to  h is  f a th e r—he has 
s a c r if ic e d  a soul-mate fo r  a " simple-minded, w orldly ex-Guardsman and 
Senator,"  to  whom he i s  re la te d  only by b i r th .  The t e r r i b l e  irony of 
h is  b e tra y a l of Haldin i s  th a t  in  allow ing fo r  only one p o ssib le  source 
of s a t is fa c t io n  fo r  h is  deep emotional need lie has is o la te d  him self even 
more than  had the  circum stances o f h is  b i r th .  He becomes f u l ly  aware of 
t h i s  f a t a l  r ig id i ty  o f mind only during h is  conversation w ith R aid in ' s 
g riev in g  mother:
And was i t  no t something l i k e  enviousness which gripped h is  
h e a r t ,  as i f  of a p r iv i le g e  datiied to  him alone o f a l l  th e  
men th a t  had ever passed th r o u ^  t h i s  world? I t  was th e  
o th e r who had a tta in ed  to  repose and y e t continued to  e x is t  
in  th e  a ffe c tio n  of th a t  mourning o ld  woman, in  th e  th o u ^ ts
of a l l  th ese  people posing f o r  lo v e rs  of humanity. I t  was
im possible to  ge t r id  of him, " I f  s myself whom I  have 
given up to  d e s tru c tio n , " t h o u ^ t  Razumov, (p . 3^1 )
At Ihe end of th e  scene Trtiich fo llow s, then, h is  newly achieved f l e x i b i l ­
i t y  of mind enables him a t  l a s t ,  a f te r  another profoundly in tro sp e c tiv e
argument w ith in  him self, to  s e t t l e  both h is  d e s ire  to  be understood and 
h is  impulse to  confess on th e  same person, on N a ta lia  who w il l  under­
stand:
"L isten , K irylo S ido rov itch . I  b e liev e  th a t  th e  fu tu re  
w i l l  be m ercifu l to  us a l l .  R evo lu tion ist and re a c tio n a ry , 
v ic tim  and executioner, b e tray er and betrayed, they  sh a ll  
a l l  be p i t ie d  to g e th e r when th e  l i g h t  breaks on our black
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sky a t  l a s t .  P it ie d  and fo rg o tten ; fo r  w ithout th a t  th e re  
can be no union and no lo v e ,” (p . 353)
At l a s t  Razumov can r e la t e  him self to  another person, even i f  only by
d e lib e ra te ly  separa ting  him self from h e r.
The amount of d is to r t io n  involved in  such an is o la t io n  of and con­
c en tra tio n  on one p a tte rn  of r e p e ti t io n  from a novel i s  shown ty  th e  
f a c t  th a t  Razumov's m otivation  as p resen ted  above approximates th a t  o f 
Heyst in  V ictory where th e  theme o f is o la tio n  i s  stud ied  much more f u l ly  
and more e x p l ic i t ly  than  in  Under Western Byes. But, kep t in  i t s  proper 
pe rsp ec tiv e  in  a fu l ly  rounded an a ly s is  of a woric, the  r e s u l t  of t h i s  
k ind  of approach to  Conrad through h is  s t ru c tu ra l  techniques can o f fe r  
a u se fu l co rrec tiv e  to  o th e r approaches. That th e  same th ing  holds tru e  
f o r  th e  novels o f Faulkner w ill  be demonstrated in  th e  nex t chap ter.
CHAPTER IV
In  th ree  of h is  b e s t nove ls, The Sovmd and the  Fury (1929), L ight 
in  August ( 1932) ,  and Absalom. Absalom! (1936), William Faulkner adapted, 
ex p lo ited , and extended the  techn iques of Conradian impressionism, thus 
rev ealin g  both a  profound understanding of th e  a r t i s t i c  p ra c t ic e s  of 
Conrad and th e  ex ten t o f h is  own gen ius. For, l ik e  a l l  g re a t w r ite rs , 
Faulkner was ab le  to  convert to  h is  own ends Conrad’ s tech n ica l experi­
ments and make h is  novels o r ig in a l  c re a tio n s  r a th e r  than d e riv a tiv e  ones. 
N evertheless, th e  f a c t  th a t  he adapted from Conrad so many of h is  own 
b asic  techniques makes the  Conradian techniques keys to th e  understand­
in g  of th e  s tru c tu re  o f Fau lkner’ s novels and makes the approach to  these  
novels th r o u ^  Conradian im pressionism  alm ost as illu m in a tin g  as i t  i s  
f o r  Conrad’s own.
The importance to  F au lk n e r 's  novels of h is  often b r i l l i a n t  adapta­
tio n s  of Conradian techniques can be dem onstrated through a b r ie f  con­
s id e ra tio n  of The Sound and th e  Fury, probably h is  best novel and one 
r ig h t ly  regarded as being indeb ted  to  th e  works of James Joyce. The in ­
flu en ce  of Joyce on The Sound and th e  Fury i s  f a i r l y  obvious and has 
been explored p ersuasive ly  by sev e ra l o f F a u lk n e r 's  c r i t i c s .   ^ I t  may
^See Carvel C o llin s , Ehglish  I n s t i t u t e  Essays. (1952), pp. 29-31» 
C ollins , P rince ton  U niversity  L ib rary  C hronicle. XVIII (% )ring, 1957), p . 
115; Richard Chase, The American Novel and i t s  T rad ition , pp. 223-224; 
and Peter Swiggart, The Art o f F au lk n e r 's  Novels, pp. 22-24, 6I -8 I ,
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w ell be, however, as Faulkner in d ica ted  a t  Nagano, th a t  Joy ce 's  in ­
fluence  on h is  a r t  was much le s s  profound than has generally  been 
assumed. The monologues o f Benjy and Quentin, fo r  in s tan ce , frequen tly  
described  as psycholog ica lly  v a lid  in te rp re ta tio n s  o f the  stream s-of- 
consciousness of an id io t  and h is  psycho tic-dep ressive  b ro ther, might be 
ju s t  as accura te ly  described , te c h n ic a lly , a s  adap ta tions and extensions 
o f  the  Marlovian n a rra tiv e  o f Lord Jim . The p o s s ib i l i ty  e x is ts , th a t  i s ,  
t h a t  Conrad, no t Joyce, o ffe red  th e  prim ary in s p ira tio n  fo r Fau3im er's 
techniques and th a t  even The Sound and the  Fury belongs as much to  the 
t r a d i t io n  of Conradian impressionism as to  th a t  of the  Joycean stream - 
of-consciousness novel.
Mention has been made in  Chapter Two of F au lk n e r 's  rendering of 
th e  m ateidal of the  th re e  in te rn a l  monologues in  th e  novel, A famous
example of th i s  rendering , n o t y e t mentioned, i s  th e  following passage
from the Benjy sec tio n :
"Ow, mammy." L u ste r sa id . "Ow", mamny."
I  put my hand ou t to  where th e  fire_ h ad  been,
"Catch him," D ilsqy sa id , "Catch him bade,"
îfy hand jericed bade and I  p u t i t  in  ray mouth and Dilsey 
caught me. I  could s t i l l  hear th e  clodc between my voice.
D ilsey reached back and h i t  L u ste r on th e  head. Ify voice 
was going loud every tim e,
"Get th a t  soda," D ilsey  s a id . She took my hand out of 
ny mouth, Viy vo ice went louder then and my hand t r ie d  to  
go back to  my mouth, bu t D ilsey held  i t ,  Ify vo ice went 
loud . She sp rink led  soda on ny hand, (p , ?8)
The f e l i c i t y  of th is  passage as an example o f rendering  ra th e r than  r e ­
p o rtin g —the  f a c t ,  fo r  in s tan ce , th a t  th e  words bum  and scream a re  
never used—i s  so w e ll known th a t  th e re  i s  l i t t l e  need to  enlarge on the  
p o in t h e re .
What does need to  be emphasized, however, i s  th a t  the  in te rn a l
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monologues o f The Sound and th e  Fury a re  presented in  the  f i r s t  person 
and are developed very la rg e ly  through rendered scenes m eaningfully 
juxtaposed w ith each o th er through s h i f t s  o f time akin to  those o f Marlow's 
n a rra tiv e  in  Lord Jim . In  th e  Benjy sec tio n , as has often  been pointed 
o u t, B enjy 's seem in^y chaotic  ju x ta p o s itio n  of scenes from the  p a s t and 
the  p resen t rev ea ls  h is  lack of a sense o f  tim e; not so o ften  remarked, 
though, i s  the  f a c t  th a t ,  as in  Lord Jim , these  jumbled scenes form a 
p a tte rn  o f meaning through im p lic it  comparisons and c o n tra s ts . Through 
th e i r  s tru c tu ra l  proxim ity to  each o th e r they modify each o th e r and thus 
h e lp  the reader d iscover the  s ig n if ic a n ce  of seemingly ir r e le v a n t  o r un­
im portant events and remarks. A group of scenes w ith in  th e  tw enty-three 
page span from page th ir ty -se v e n  through page f if ty -n in e  w i l l  i l l u s t r a t e  
th e  p o in t. The f i r s t  eleven and the  l a s t  f iv e  of these pages (37-^7» 55- 
59) are given over to  an interw eaving of scenes from two im portant ep i­
sodes in  the  Benjy sec tio n , Damuddy's death  (I898) and Caddy's wedding 
( 1910) .  At th e  branch on the  evening o f Damuddy's death Caddy p ropheti­
c a l ly  gets  " a l l  wet and muddy behind," b u t a t  the  end of the  f i r s t  segment 
from th is  episode, she s t i l l  sm ells " l ik e  tre e s  in  the  ra in  (p . 3 8 )."  
Twenty-one pages l a t e r  th e  l a s t  segment o f the  episode o f Caddy's wed­
ding ends w ith the  words, " . . .  and Caddy put her arms around me, and 
her shining v e i l ,  and I  co u ld n 't smell t r e e s  anymore and I  began to  cry 
(p . 59) ."  Between th e  interwoven scenes from these  two episodes, occur— 
to g e th er w ith  sh o rt fragm ents of scenes from the p resen t and from the  
episode o f Roskus's death—scenes from th e  episode o f Q uentin 's fu n e ra l 
( 1910) and from th a t  of Mr. Compson's death  and funera l ( I 912) .  In  these 
l a t t e r  scenes the  baby Quentin, Gaddy's daughter, i s  much in  evidence.
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Thus, these  tw œ ity-three pages epitom ize th e  e n tire  Compson s to ry , in  
which Caddy i s  the  c e n tra l character and her lo s s  of v irg in i ty  the  cen­
t r a l  event, p re c ip ita tin g  the deaths of h e r b ro th e r and fa th e r  and th e  
h a tred  o f Jason fo r  young Quentin, th e  symbol of h is  thw arted am bition.
In  the  Quentin section the  scenes are  ju s t  as c a re fu lly  rendered 
and ju s t  as  c a re fu lly  juxtaposed, though more conventionally  Conradian 
in  th a t  they  are  longer and more n ea rly  conçjlete in  them selves. Two of 
them, Quentin’ s conversation w ith  the boys a t  the  bridge concerning the  
big  old t ro u t ,  and h is  attem pt to  fin d  th e  l i t t l e  I t a l i a n  g i r l 's  home, 
a re  c lo se ly  p a r a l le l  to  Marlow's d ig re ss iv e  episodes in  Lord Jim . Both 
th e se  scenes seem to  be d iversions in  p re sen t time from Q uentin 's obses­
siv e  thoughts about Caddy, but they a re  n o t, o f course, d iv e rs io n s  a t  a l l ,  
a r t i s t i c a l l y .  Like Marlow's seemingly ir r e le v a n t  d ig re ss io n s  in  Lord 
Jim , they allow  Faulkner to  change th e  pace of the  sec tio n  and in troduce 
v a r ie ty  in to  i t  w hile a t  the same time deepening i t s  meaning through 
im p lic i t  comparison and c o n tra s t. The l i t t l e  g i r l ,  fo r  in s ta n ce , whom 
Quentin c a l l s  " s i s te r ,"  i s ,  in  c o n tra s t to  Caddy, a l i t t l e  s i s t e r  who 
w i l l  allow  him to  p ro te c t and d ir e c t  h e r as  Caddy had never done. At the 
same time she rep re sen ts  S t. F ra n c is 's  L i t t l e  S is te r  Death "from which no 
man e sc a p e th ," though Quentin t r i e s  to  escape her (pp. 151-153), ju s t  as 
he i s  try in g  to  escape time, in  which alone h is  reso lv e  to  commit 
su ic id e  i s  meaningful: i f  he succeeds in  tak in g  him self ou t o f time 
o therw ise, he w i l l  no t have to k i l l  h im self to  do i t .  F in a lly  and p er­
haps most im portan tly , th e  passionate a tta c k  of the  l i t t l e  g i r l ' s  r e a l  
b ro th e r, J u l io ,  on Quentin iro n ic a lly  foreshadows Q uentin 's in e f fe c tu a li ty  
in  the  same s itu a tio n :
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We went down. His hands were jabb ing  a t  ny face  and he 
was saying something and try in g  to  b ite  me, I  reckon, and 
then they  hauled him o f f  and held  him heaving and th rash in g  
and y e ll in g  and they h e ld  h is  arms and he t r i e d  to  k ick  me 
u n t i l  they dragged him back.
"I k i l l a  heem,” J u lio  sa id . He strugg led . Two men 
held  him. (p . 158)
By c o n tra s t, as we lea rn  alm ost immediately in  Q uentin’s flashback  to 
th e  Dalton Ames episode, Ames alone ho lds Quentin e a s i ly ,  and then 
Quentin f a in ts  (pp. 179-181). Even more damaging to  Q uen tin 's  claim on 
th e  re a d e r 's  sympathy i s  th e  co n tra s t between J u l i o 's  p ass io n a te  love o f 
h is  l i t t l e  s i s t e r  and Q uen tin 's  obsession w ith Caddy as a symbol o f lo s t  
honor and fam ily  p rid e . I t  i s ,  of course, a c o n tra s t between a v i ta l  
involvement in  l i f e  and a d e n ia l of l i f e  th r o u ^  an espousal o f abstrac­
t io n s .
C orrela ted  w ith th i s  adap ta tion  of the  t im e -s h if t  technique in 
The Sound and th e  Furv i s  F au lk n e r 's  ad ap ta tion  of th e  Conradian pro­
gression  d* e f f e t . Of th e  major elem ents of t h i s  technique as  Conrad 
p rac ticed  i t ,  Faulkner uses a l l  th re e  in  th i s  novel, though h is  c r i t ic s  
have centered th e i r  a tte n tio n  in  h is  increm ental r e p e t i t io n  of symbolic 
images and m o tifs .^  The reason i s ,  alm ost c e r ta in ly , th a t  many of them 
have d iscussed  th e  novel ex c lu siv e ly  in  terms o f th e  s t r  eam-of -  cons cious- 
ness t r a d i t io n  in  which the  use of rep eated  images and m o tifs—such 
m otifs as th e  m irro rs , th e  f i r e ,  th e  clodcs, and th e  shadow in  th is
^For d iscu ssio n s  of th ese  images and m o tifs  in  The Sound and the 
Fury, see C o llin s , P rinceton  U niversity  L ibrary  C hronicle . XVIII (Spring, 
1957), p . 116; C o llin s , English I n s t i tu te  Essays. (1952). pp. 32-35*. 
Robert Humphrey, "The Form and Function of Stream of Consciousness in 
William F au lk n e r 's  'The Sound and th e  F u iy ',"  U n iversity  o f Kansas City 
Review. XIX (Autumn, 1952), pp. 3 5 - ^ ;  and Lawrance Thompson, "Mirror 
Analogues in  The Sound and th e  Furv. " W F;III. pp. 211-225.
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novel—i s  a basic  s tru c tu ra l  technique.  ^ But i f  one comes a t  The Sound 
and th e  Fury from Conradian impressionism , he recognizes a second of 
th e  elements in  th e  f a c t  th a t  Faulkner paces th e  novel in  much the  same 
manner as Conrad paces Lord Jim . The pace in c reases  s te a d ily  as one 
moves from the bew ildering Benjy sec tio n  through the  l e s s  chaotic  Quentin 
sec tio n  and Jason’ s u n in ten tio n a l s e l f - s a t i r e  in to  th e  om niscient, th i r d -  
person, stra ightforvrard  account in  the  l a s t  sec tio n .
This l a s t  sec tion  culm inates in  th a t  c lim actic  scene of Benjy’ s 
agonized bellowing on being driven  the  wrong way around ü ie  square. Here 
one ought to  recognize the th i r d  element of the  progression  d’ e f f e t , the 
increm ental r e p e ti t io n  of scenes, f o r  th is  scene i s  a v i r tu a l  re p e ti t io n  
of a scene which occurs e a r ly  in  th e  Benjy sec tion  (pp. 19-32). As he 
passes the  ca rriag e  house w ith  L u ste r in  1928, Benjy n o tic e s  the  new 
wheel on the  c a r r ia g e . This observation  tr ig g e r s  in  h i s  mind a scene 
from the period  immediately fo llow ing  h is  f a th e r ’ s death  in  1912 which 
e s ta b lish e s  th e  p a tte rn  of h i s  carriag e  r id e s  to  the  cemetery by way of 
th e  square. In  s p i te  of Mrs. Compson’ s ob jec tio n s  to  being driven by 
T. P . ra th e r  than Rodcus, t h i s  f i r s t  r id e  f in a l ly  g e ts  under way.
"Hum up, th e re ."  T. P. s a id . He h i t  Queenie w ith  the 
whip.
"You, T. P." Mother s a id , c lu tch in g  me. I  could hear 
Queenie’ s f e e t  and the b r ig h t  shapes went smooth and steady 
on both s id es , th e  shadows of them flovring across Queenie’ s 
back. Th%r went on l i k e  th e  b r ig h t tops of w heels. Then 
those on one s id e  stopped a t  th e  t a l l  w hite p o st where the 
so ld ie r  was. But on th e  o ther side  thqy w ait on smooth and 
steady, bu t a l i t t l e  slow er.
"What do you want." Jason s a id . He had h is  hands in  h is  
pockets and a p en c il behind h is  ea r .
^See Robert Humphrey, Stream of Consciousness in  th e  Modem Novel, 
pp. 85-107,
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"We're going to  the cemetery." Mother sa id .
"All r i ^ t . "  Jason s a id . "I dont aim to  stop you, do I .
Was th a t  a l l  you wanted w ith me, j u s t  to  t e l l  me th a t ."
"I know you wont come." Mother s a id . " I 'd  f e e l  sa fe r 
i f  you would."
"Safe from w hat." Jason sa id . "F ather and Quentin cant 
h u r t  you."
Mother pu t h e r handkerchief under h e r  v e i l .  "Stop i t .
Mother." Jason sa id . "Do you want to  ge t th a t damn Loony 
to  bawling in  th e  middle of the  square . Drive on, T. P."
"Hum up, Queenie." T. P. s a id . The shapes flowed on.
The ones on 'tiie o th e r s id e  began again , b rig h t and f a s t  
and smooth, l i k e  when Caddy says we a re  going to  s leep .
(pp. 31- 32)
The l a s t  scene of th e  book develops through the  same p a tte rn  as th i s  
early  one, thou^i i t  i s  D ilsey, no t Mrs. Comp son, irtio doubts the  a b i l i ty  
of L uste r, n o t T. P . ,  to  d riv e  Benjy s a fe ly  to  the  cemetery and back and 
th o u ^  the  meeting w ith  Jason a t  th e  square occurs th i s  time because 
L uster has, indeed, got " th a t damn Loony to  bawling in  the  middle of the 
square." The ro u te  i s  the same; the  c a r r ia g e  i s  the same; even th e  
horse i s  th e  same, th o u ^  in  1912, according to  D ilsey, Queenie was a l ­
ready o lder than T. P. "and Benjy pu t to g e th e r (p. 29)." L u s te r 's  "hum
up, Queenie," i s  very rem in iscen t of T. P . ' s .  And a t  th e  end of each
scene Benjy s i t s  serenely  hold ing  h is  flow er and watching the shapes
flow ing smoothly hy, "each in  i t s  ordered p la ce ."
A g rea t many c r i t i c s  have remarked o f th i s  l a s t  scene th a t  i t  r e ­
i t e r a t e s  B en jy 's  f e a r  of and re s is ta n c e  to  change, and, of course, i t  
does. Surely, however, i t  does more. F au lk n e r 's  care in  making the  l a s t  
scene of th e  novel a  th ird -p e rso n , om niscient account o f a scene rendered 
e a r l i e r  through B enjy 's mind in d ic a te s , I  th in k , th a t  he had a deeper 
in te n t  than re-em phasizing a p o in t f a i r l y  w ell e stab lish ed  a lready by 
B enjy 's re a c tio n s  to  Caddy's wearing of perfume and her lo s s  of th e
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sm ell o f tre e s  th r o u ^  lo s s  o f h e r v irg in i-ty . In  f a c t ,  I  b e lie v e , th i s  
scene i s  Faulkner’ s f in a l  comment on an e n t i r e  s o c ie ty 's  f e a r  of and 
re s is ta n c e  to  tim e and change, a major theme in  every sec tio n  of the 
novel. I t  i s ,  to  be s p e c if ic , h is  comment on the  S outh 's  f e a r  of and 
re s is ta n c e  to  change, fo r ,  in  th e  paragraph immediately preceding h is  
agonized bellowing, Benjy i s  very c a re fu lly  equated w ith th e  s ta tu e  of 
Confederate so ld ie r :
They approached the  square, where the  Confederate s o ld ie r  
gazed w ith  empty eves beneath h i s  marble hand in to  wind and 
w eather. L uster took s t i l l  ano ther notch in  him self and 
gave the in^erv ious Queenie a cu t w ith th e  sw itch, cas tin g  
h is  ^ a n c e  about the  square. ”Dar Mr. Ja so n 's  c a r ,"  he said  
then he spied another group of negroes. "Les diow den 
n iggers how q u a lity  does, Benjy," he s a id , "What you say?"
He looked bade. Ben s a t ,  ho ld ing  th e  flow er in  h i s  f i s t ,  
h is  gaze empty and untroubled . L uster h i t  Queenie again and 
swung her to  th e  l e f t  a t  th e  monument, (p . 335, %  i t a l i c s )
This paragraph, in  ny opinion, i s  th e  key to  a t  l e a s t  one of the  meanings
of th a t  enigm atic f in a l  sentence in  th e  book: "The broken flow er drooped
over Ben* s f i s t  and h is  eyes were enpty and blue and serene again as
com ice  and facade flowed smoothly once more from l e f t  to  r ig h t ;  post
and t r e e ,  window and doorway, and signboard, each in  i t s  ordered p lace
(p . 336)."
Thus, a n tic ip a tin g  h is  own fu r th e r  experiment in  Absalom. Absalom 1. 
Faulkner extends Conrad's technique o f rep ea tin g  a scene w ith  deepening 
v a r ia t io n s  by changing th e  p o in t o f view from which H ie  scene i s  p re ­
sented . But perhaps even more im portan t fo r  The Sound and th e  Furv i t ­
s e l f ,  e sp e c ia lly  fo r  the  s tru c tu re  o f the  monologues o f Benjy and Quen­
t i n ,  i s  th e  way he fu se s  th e  techn iques of increm ental re p e t i t io n  of 
scenes w ith  th a t  of th e  t im e -s h if t .  In  the  Benjy sec tio n , f o r  in s tan ce , 
he makes B enjy 's r e p e t i t io n  in  the  p re sen t o f an ac tio n  performed in  the
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p a s t th e  c h ie f  means hy which the  c h a ra c te r 's  mind i s  switched from the  
p re se n t to  th e  p a s t .  Since Benjy l iv e s  p rim arily  in  th e  p a s t, having 
very  few memories of scenes occurring a f t e r  1912, h is  r e la t iv e ly  few 
a c tio n s  in  th e  p re sen t a re  almost w ithout exception re p e t i t io n s  of p a s t 
a c t io n s J  Consequently, when an im portant ac tio n  o r scene does occur in 
th e  p re sen t, Faulkner can p la u s ib ly  interw eave i t  w ith  th e  scene from 
the p a s t o f which i t  i s  a re p e t i t io n , -thereby snphasizing immediately the 
comparisons and c o n tra s ts  be"t7ween episodes from d if f e r e n t  le v e ls  o f time. 
Probably th e  b e s t example of th i s  technique i s  th e  interw eaving of th e  
scenes of B en jy 's  f in d in g  Caddy in  th e  swing wi-tii C harlie  and, twen-ty 
y ea rs  l a t e r ,  Quentin in  th e  swing w ith -the man from th e  carn iv al (pp. 65- 
70) .  Ihe in terw eaving of th ese  two scenes suggests both -the p a th e tic  in - 
e v ita b ili- ty  o f Q uentin 's p l ig h t  and th e  p ro g ressive  degradation of th e  
Comp son fam ily , Dnlike h e r mother, Quentin has no one l ik e  Ben to  a c t  
as  h e r conscience. And h e r female "n a tu ra l a f f in i t y  f o r  ev il"  i s  en­
couraged, n o t only by Mrs, Compson's a t t i tu d e —th e  same a t t i tu d e  as  she 
had m anifested wi-tii regard  to  Caddy (" 'D id  Grandmother send you «11 ou t 
h e re  to  spy on m e . '" )—but a lso  by the  fa m ily 's  ex p ec ta tions o f h e r . 
These ex p ec ta tio n s , growing ou t of th e  cond itions o f h e r b i r th ,  she f u l ­
f i l l s  in  her prom iscuity  and elopement. In  o ttie r words th e  s in  of th e  
mother i s  -v is ited  on the  head of th e  d a u ^ te r ,  and th e re  i s  a measurable 
d e te r io ra tio n  from th e  one to  th e  o th e r . IVhereas Caddy's you th fu l sex
^The Benjy sec tio n  i s  n o t so much a r e a l i s t i c  p o rtra y a l of an 
i d i o t 's  lacdc o f  a sense of tim e as i t  i s  a b r i l l i a n t  v a r ia tio n  of th e  
flashback  techn ique by means o f which Faulkner, in  "the f i r s t  sec tio n  of 
th e  novel, ren d e rs  c e r ta in  c ru c ia l scenes f o r  -the re a d e r . An id io t  wi-lh 
th e  mind of a ü ü  oe-year-o ld  would probably l iv e  alm ost wholly in  th e  
p re se n t, and i f  he d id  rsnember the  p a s t , he  would probably , l ik e  most 
people, remember th e  good, n o t the  bad.
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p lay —as with C harlie—had. been consummated iri her pass io n a te  attachment 
to  a r e la t iv e ly  a t t r a c t iv e  man, Dalton Ames, Quentin a t  the same age i s  
a lready  merely promiscuous w ith th e  immature males o f h er acquaintance, 
Ihe man wiih th e  red  t i e  i s  only th e  l a t e s t ,  no t th e  f i r s t . ^
In  the  Quentin sec tio n  th e  fu sio n  of th e  technique of th e  repeated 
scene w ith th a t  of th e  t im e -s h if t  r e s u l t s  no t so much in  an interw eaving 
of scenes from d if f e r e n t  le v e ls  of time as in  a superim position of one 
upon th e  o th e r. The b e s t example i s  Quentin* s r e - l iv in g  of th e  Dalton 
Ames episode during th e  p icn ic  w ith th e  Blands, This scene begin.s as a 
re p e t i t io n  of Q uen tin 's  welcome a t  th e  t r a in  s ta t io n  in  Je ffe rso n  two 
days before  Caddy's wedding. As Caddy, H erbert Head, and Mrs, Compson 
had, a t  th a t  tim e, p icked Quentin up in  Caddy's new car, so now Gerald, 
Ih*s, Bland, Spoade, Shreve, and the  two g i r l s  pick him up in  ih e  v illa g e  
where he has been a rre s te d ; and as Mrs, Conpson had p ra t t le d  on a l l  th e  
way home, so Mrs. Bland, the  same k ind  of sham Southern gentlewoman, 
p r a t t l e s  on now in  much th e  same v e in , u n t i l  Quentin begins to  confuse 
th e  e a r l i e r  r id e  w ith th e  p re sen t one (pp, 112-114, 164-16?), As in  the 
e a r l i e r  r id e  h is  obsession had been w ith Caddy's s in ,  so now th a t  obses­
sion surges up once more, causing him to  r e l iv e  m entally  some scenes from 
th e  summer of 1909 w hile re -en ac tin g  in  th e  p resen t (1910) h i s  e a r l ie r  
ro le  (pp . 168- 185) .  At th e  p ic n ic , confusing Gerald Bland w ith  Dalton 
Ames, he  b r id le s  a t  ELand-Ames's innuendoes, adcs "d id  you ever have a 
s i s t e r  d id  you." and then  a tta c k s  (pp, 1?9, I85) .  Bland, of course, 
knocks him unconscious, a  s ta te  which rep ea ts  h is  f a in t in g  in  th e  Ames
^On page 340 of W illiam F au lk n er; The Yoknanatowpha Country, pub­
l is h e d  two months a f t e r  t h i s  chap ter was w ritte n , C leanth Brooks makes 
much th e  same p o in t about Quentin.
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episode, and so as he r e - l iv e s  h is  emergence from unconsciousness,
Quentin f in a l ly  passes f u l ly  in to  th e  p resen t once m ore--a p resen t in  
which he i s  as in e f fe c tu a l as he has been in  the  p a s t .  For Q uentin 's 
ac tio n s  in ü ie  p re sen t, l ik e  B en jy 's , a re  r e p e ti t io n s  of h is  ac tio n s  
in  the  p a s t .  Like Benjy, he cannot accept time and change, and so h is  
l i f e  i s  ordered by th e  p a s t.
F in a lly , throughout th e  n o v ^  Faulkner j u s t i f i e s  h is  ch arac te rs  
in  the  Conradian manner f o r  th e  Conradian reason, to  co n trib u te  to  the  
e f fe c t  o f in e v i ta b i l i ty ,  to  make a c h a ra c te r 's  "ac tio n  th e  only ac tio n  
th a t  character could have tak en ,"  Perhaps the  b e st eocampLe of F au lk n e r 's  
employment of t h i s  technique i s  h i s  ju s t i f ic a t io n  in  the  f i r s t  two 
sec tio n s  of J a so n 's  greed and s a d is t ic  vengefulness, in  p rep ara tio n  fo r  
th e  d isco v e rie s  the  reader i s  to  make in  th e  th ir d  sec tio n  about h i s  
se lf -r ig h te o u s  m isappropria tion  of funds from Caddy, Quentin, and h is  
mother. And perhaps th e  most im portant device in  F au lk n e r's  adap tation  
of th is  technique i s  h is  ad ap ta tio n  o f a Conradian p ra c tic e  exem plified 
in  scenes such as  th a t  o f J im 's  f a i l u r e  to  jump from the  tra in in g  ship 
and S te v ie 's  s e t t in g  o ff  th e  firew o rk s  in  th e  s ta i rw e ll .  Swiggart c a l l s  
F au lk n e r 's  device  th e  use of "microcosmic scenes." These a re  scenes, in  
flashbacks involving childhood ex p erim ces, which " t e l l  th e  reader a l ­
most nothing about th e  cause o f  a c h a ra c te r 's  p e rso n a lity , " th a t  i s ,  
about th e  o r ig in s  of h is  a t t i tu d e s ;  ra th e r ,  they a re  scenes "in  which 
th e  a t t i tu d e s  o r  obsessions of im portant ch arac te rs  a re  shown to  be 
already  presen t" in  childhood.
In  the  f i r s t  view of Jason we have in  the novel, f o r  in s tan ce ,
^Die Art o f F au lk n e r 's  Novels, p . 24.
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one of Benjy’ s observations about him i s ,  “He had h is  hands in  h is
pockets and a pencil behind his ear (p. 31)•” This glimpse of him from
th e  period  immediately fo llow ing h is  fa th e r ’ s  death  in  1912 i s  follow ed
by p a r ts  of th re e  scenes from th e  episode of Damudd -^’s death (1898)
when he ivouLd have been only f iv e  years  old:
“Jason wont t e l l , "  Quentin sa id , “You remember th a t 
bow and arrovr I  made you, Jason ."
" I t ' s  broke now," Jason s a id , (p , 39)
“I ’m hungiy," Jason s a id . He passed us and ran on up 
the  walk. He had h is  hands in  h is  pockets and he f e l l  down,
Versh went and picked him up,
" I f  you keep them hands out your pockets, you could s tay  
on your f e e t ,"  Versh s a id , "You a a n t never g e t them out 
in  time to  catch y o u rse lf , f a t  as you i s , "
F ather was standing  by th e  k itch en  step s ,
"Where’ s Q uentin," he sa id ,
"He coming up th e  w alk," Versh sa id . Q ueitin  was com­
ing slow. His s h i r t  was a w hite b lu r ,
“Oh," F a ther s a id . L igh t f e l l  down th e  s tep s , on him,
"Caddy and Quentin threw  w ater on each o th e r ,"  Jason 
sa id .
We w aited ,
"They d id ,"  F ather s a id , (p . 4-3)
"Do you th in k  buzzards a re  going to  undress Damuddy,"
Caddy s a id , "You’re  crazy ,"
"You’re  a ë c izza rd ,"  Jason s a id . He began to  c ry ,
"You’re  a k n o tn o t,"  Caddy sa id . Jason c r ie d . His 
hands were in  h is  pockets,
"Jason going to  be r ic h  man." Versh sa id , "He holding 
h is  money a l l  th e  tim e," (p , 55)
These scene fragm ents a re  follow ed, in  tu rn , by D ilsey ’ s re fe ren ce  in  the
p re sen t to  h is  parsimony:
You a l l  go ahead and e a t t h i s  cake, now, b e fo re  Jason come,
I  dont want him jumping on me about a cake I bought with 
ny own m on^. Me baking a cake h e re , w ith him counting 
every egg th a t  comes in to  t h i s  k itc h e n , (pp, 75- 76)
F in a lly ,  Jason’ s a t t i tu d e  in  the  p re sen t i s  dram atized in  h is  re fu s a l  to
g ive L uster a q u a rte r fo r  th e  c a rn iv a l.
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Quentin has only a few memories o f s itu a tio n s  invo lv ing  Jason ,
bu t he th in k s  tw ice , s ig n if ic a n tly , of one such ep isode . The f i r s t
memory a r is e s  out o f h is  memory o f h is  m other’ s p r a t t l e  in  Caddy’ s car
on the  day of h is  re tu rn  to  Je ffe rso n  fo r  th e  wedding;
. . .  d id  I  w r ite  you th a t  he is  going to  take Jason in to  
h is  bank vdien Jason f in is h e s  high school Jason w il l  make a 
sp lend id  banker he i s  th e  only  one o f ny ch ild ren  w ith  any 
p ra c t ic a l  sense you can thank me fo r  th a t  he tak es  a f t e r  
py people th e  o th e rs  a re  a l l  Compson Jason furnished, th e  
f lo u r . They made k i te s  on th e  back porch and so ld  them 
fo r  a  n id c e l a  p iece , he  and the  P a tte r s on boy. Jason 
was t r e a s u r e r , (p . 1 1 ^
Quentin’ s second such memory occurs near the  end of h i s  monologue and
a r is e s  ou t o f h is  r e f le c t io n s  on the  ch arac te r of h is  mother and Jason.
. . .  F a ther sa id  U nde i'laury was too poor a c l a s s i c i s t  to  
r is k  th e  b lin d  immortal boy in  person he should have chosen 
Jason because Jason would have made only the same k ind  of 
blunder U nde Maury h im self would have made no t one to  get 
him a black eye the  P a tte rso n  boy was sm aller than Jason 
too they sold  th e  k i te s  f o r  a n ic k d  ap iece u n t i l  th e  
tro u b le  over fin an ces  Jason got a new p artn e r s t i l l  sm aller 
one small e n o u ^  anyway because T. P . sa id  Jason s t i l l  
t r e a s u r e r .  . . .  (pp. 193-194)
Thus, ty  th e  time he g e ts  to  th e  th ird  sec tio n  of th e  n o v d , th e  reader 
i s  fu l ly  prepared to  accept as c h a ra c te r is t ic  the  v ic io u sn ess  and n ig ­
gard lin ess  vdiich Jason d isp la y s , beginning in  h is  f i r s t  paragraph:
Once a  b i tc h , always a b itc h , what I  say. I  says 
y o u 're  lucky i f  h e r p lay ing  out of school i s  a l l  th a t  
w orries you. I  says she ought to be down th e re in  th a t  
k itchen  r ig h t  now, in s te ad  of up th e re  in  her room, gobbing 
p a in t on her fa c e  and w aiting  fo r  s ix  n iggers  th a t  can t 
even stand  up o u t of a ch a ir  un less  t h ^ ’ve got a  pan f u l l  
of bread and meat to  balance them, to  f i x  b reak fas t fo r  
h e r . (p . 198)
In  th ese  ways, th en , Faulkner adap ts Conradian techn iques to  h is  
own needs in  The Sound and th e  Furv. a n o v d  both more and l e s s  o r ig in a l 
than i t  i s  g en e ra lly  h d d  to  be by those c r i t i c s  who see only ih e  in f lu ­
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ence of Joyce upon i t .  I t  i s  more o rig in a l in  th a t  i t  i s  F au lk n er's  
unique combination of h is  ovm escperience and some techniques ass im ila ted  
from th e  works of both Conrad and Joyce. I t  i s  n o t, th a t  i s ,  merely a 
s im p lif ic a tio n  o r d e l ib e ra te  m isunderstanding of Joyce’ s p ra c t ic e . I t  
i s  l e s s  o r ig in a l in  th a t  F au lk n e r 's  departu res from Joycean p ra c tic e  
have th e  w eight of Conradian p ra c tic e  behind them. And i t  may be, in ­
deed, th a t  -what Faulkner learn ed  from Conrad more than o f f s e ts  what he 
learn ed  from Joyce, even in  The Sound and the  Furv. G enerally described 
as stream -of-consciousness f i c t io n ,  th is  novel may belong to  th e  stream- 
o f-consciousness t r a d i t io n  more in  appearance than in  substance. The 
unconventional appearance on th e  page of th e  freq u e n tly  unpunctuated 
w ritin g  and the  suggestions, th r o u ^  the  tim e -s h if ts  and th e  repeated  
(obsessive) m o tifs  and images, th a t  a c h a ra c te r 's  stream -of-conscious­
ness i s  being p resen ted  have obscured the f a c t  th a t  in  many re sp ec ts  
F au lk n e r 's  techniques a re  n o t those of the stream -of-consciousness t r a ­
d it io n  a t  a l l ;  even th e  Benjy and Quentin sec tio n s  of th e  novel, the 
sec tio n s  most rem in iscen t of o th e r stream -of-consciousness f ic t io n ,  are 
presen ted  in  the  f i r s t  person th r o u ^  v iv id ly  rendered scenes idiich t e l l  
a s to ry  as much as they  rev ea l th e  in te rn a l workings o f a c h a ra c te r 's  
mind.
Always, o f course, in te re s t in g  as i t  may be in  i t s e l f ,  the  in fo r ­
mation th a t  Faulkner adapted some of h is  basic  techniques from those  of 
Conrad i s  c r i t i c a l l y  valuab le  only as i t  co n trib u tes  to  the  e lu c id a tio n  
of th e  n o v e ls . I f ,  th e re fo re , i t  proves valuable f o r  a  reading of The 
Sound and th e  Furv. i t  ought to  prove even more va lu ab le  f o r  a reading
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of L ight in  August, a novel in  which th e  adap ta tion  of Conradian te ch ­
niques i s  more obvious. And, in  f a c t ,  th e  approach to  L ig h t in  August 
through the Conradian techniques can h e lp , I  th in k , to  illu m in a te  c e r ta in  
shadowy—and co n tro v e rs ia l—areas in  t h i s  novel’ s s tru c tu re  and thus help  
to  c la r i fy  i t s  major themes.
L ight in  August i s  rem in iscen t, g en era lly , o f Nostromo in  the  
manner in  lAiich i t  employs th e  techniques of Conradian inqpressionism.
Like Nostromo presented  p rim arily  firom th e  p o in t of view o f th e  omnis- 
s ie n t  author (o r implied au th o r). L igh t in  August, again l i k e  Nostromo. 
u ses s h i f ts  in  tim e and from ch arac te r to  charac te r to  h e lp  c rea te  a 
sense of depth in  i t s  coverage of the  whole community of Je ffe rso n ,^  
ih e  f i r s t  th ree  chapters in d ic a te  th e  n a tu re  of the  novel’ s s tru c tu re . 
Chapter One in troduces Lena Grove as a young woman whose c la s s ic  s e ren ity  
and im p lic it  f a i t h  in  and acceptance of l i f e  a re  to  r e p re s a i t  th ro u ^ o u t 
th e  novel the  kind of wholeness which i s  lack ing  in  so many of th e  
o th e r ch a rac te rs . At the  same tim e, however, Faulkner always makes th e  
most of the  earthy  humor of Lena’ s n a iv e te  and of th e  s i tu a t io n  in to  
Wiich i t  has led  h e r:
" I wonder where she go t th a t  b e l ly ,"  Win t e r  bottom sa id ,
" I  wonder how f a r  she has b r o u ^ t  i t  a fo o t,"  Armstid. s a id ,
"V isitin g  somebody back down the  road, I  reckon," W inter- 
bottom sa id .
"I reckon n o t. Or I  would have h eard . And i t  a in t  nobody 
up my way, n e i th e r .  I  would have heard th a t ,  to o ."
"I reckon ^ e  knows where she i s  going," W interbottom 
s a id , "She walks l ik e  i t . "
"She’l l  have company, before she goes much fu r th e r ,"
Armstid sa id . (p . 8)
Ipor a d iscussion  of th e  d is t in c t io n  idiich ought to  be made be­
tween th e  author of a novel and i t s  im plied au thor, see Booth, The 
R hetoric of F ic tio n , pp. I5I - I 65,
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This humor c o n tra s ts  th ro u ^ o u t the  novel w ith th e  grimness of th e  
h is to ry  of Joe Christmas, fo r  in s tan ce , and i t  i s  s ig n ific a n t th a t  the  
novel begins and ends w ith Lena Grove, suggesting, perhaps, th a t l i f e  
d riv e s  on towards th e  fu tu re  d e sp ite  a l l  th e  dark passages in i t s  p a s t.
W ithin the novel, however, th is  humor serves a more important 
fu n c tio n . I t s  earthy  concreteness c re a te s  and m aintains the  i l lu s io n  
th a t  L ight in  August i s  a " r e a l i s t i c ” novel, fo r  th e  r e a l i s t ic  scenes— 
i f  one may use the  term scenes—are  concerned alm ost invariab ly  with the 
s to ry  of Lena Grove and her lo v e rs , Lucas Burch (Joe Brown) and Byron 
Bunch, A ctually , th e re  a re  no fu l ly  developed dram atic scenes in  L i edit 
in  August. R ather, l ik e  Nostromo and in  a n tic ip a tio n  of Absalom. Absalom I . 
the e n tire  novel i s  presented through n a rra tio n  made concrete bry v iv id  
fragm ents of scenes, v iv id  snatches of conversation , and v iv id ly  rendered 
b i t s  of d e ta i l ,  which make th e  read er see w hile allow ing th e  author to  
keep the s to ry  moving. This method, explc&ing the  advantages o f  render­
ing w hile avoiding i t s  major d isadvantage, i s ,  as Conrad demonstrates in 
Nostromo. e sp e c ia lly  su ited  to  a b ig  novel which d ep ic ts  the  fa te s  of 
sev era l ch arac te rs  and covers long periods o f tim e. Even Ford adm itted .
Sometimes to  render anything a t  a l l  in  a given space w ill  
take up too  much room—even to  render the  e f f e c t  and de­
l iv e ry  of a  speech. Then ju s t  bo ld ly  and rem orselessly  
you must r e l a t e  and r is k  th e  in tro d u c tio n  o f y o u rse lf  as 
au thor, w ith  th e  danger th a t  you may destroy  a l l  the  
i l lu s io n  o f the  sto ry .^
Faulkner, then, w ithout a c tu a lly  dram atizing th e  events d ep ic ted
^Joseph Conrad, p . 184. L ater in  th e  same d iscussion  Ford w r ite s , 
" d ire c t ly  repo rted  speeches in  a  book do move very slowly; by th e  use of 
in d ir e c t  lo cu tio n s , to g e th er w ith  the  rendering  of th e  e f fe c t  of o th e r 
p o rtio n s  of speech, you can ge t a g rea t dea l more in to  a given space (pp . 
186-18^."
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in  L id i t  in  August, g ives them th e  fo rce  of f u l ly  rendered scenes® But 
of th ese  scenes th e  most au th en tic—in  Mark Twain’ s sense of the  terra— 
a re  those d ealing  w ith Lena Grove and h e r  lo v e rs , and i t  i s  these scenes 
which make e ffe c t iv e  th e  brooding a b s trac tio n  of th e  s to r ie s  of Joe 
Christmas and G ail Hightower. For i f  Faulkner adap ts the  gaaeral method 
of Nostromo. he does so fo r  a purpose a  l i t t l e  d i f f e r e n t  from th a t  of 
Conrad. Whereas Conrad i s  as in te re s te d  in  c re a tin g  an au then tic  South 
American country a s  in  conducting a f i c t io n a l  exam ination of c a p i t a l i s t i c  
im perialism , Faulkner i s  much more in te re s te d  in  h is  f ic t io n a l  examination 
of th e  mental s e t  of Southern C a lv in is ts  than in  making h is  novel a 
so c io lo g ic a lly  accura te  rep re sen ta tio n  of a Southern community.^ He i s ,  
in  o th e r words, more in te re s te d  in  the  e f fe c t iv e  p re sen ta tio n  of h is  
themes than  in  th e  r e a l i s t i c  p re sen ta tio n  of au th en tic  ch arac te rs , and so 
he subordinates h i s  ch a rac te rs , e sp e c ia lly  Joe Christmas and Gail Hi 01-  
tower, to  the  them atic  p a tte rn s  of the  book.^ Thus, whereas Conrad de­
vo tes  th e  e n t i r e  f i r s t  sec tion  of Nostromo to  th e  c rea tio n  of an authen­
t i c  Costaguana, Faulkner b r i l l i a n t ly  suggests th e  r e a l  South of the  
1930' s  in  h is  f i r s t  chap ter and then tu rn s  in  Chapter Two to  h is  major 
them atic p a tte rn .
In Conradian term s Chapter Two o ffe rs  th e  read er a strong f i r s t  
im pression of Joe Christm as, th e  most im portan t^ thou0i no t the  most
^William Van O’ Connor f i r s t  po in ted  o u t th e  f a c t  th a t  L igh t in  
August i s  a f i c t io n a l  examination of Southern Calvinism, in  The Tangled 
F ire  o f WilHatn Faulkner,  pp. 72-73.
O^n th is point see Alfred Kazin, "The Stilln ess of Light in August." 
WF;m . pp. 253-25^; U se  Dusoir Lind, "The Calvinistic Burden of Light 
in August." New Enriand Quarterly. XXX (September, 1957)» p. 327;
Sw iggart, The A rt o f Faulkner’ s Novels, pp. 4 -6 , 21, 60, 200-204, e t  passim.
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r e a l i s t i c —-character of. the  book. This f i r s t  im pression of Joe, to  be 
followed in  Chapters Five through Twelve ty  a working "backwards and 
forwards over h is  p a s t ,"  depends la rg e ly  f o r  i t s  fo rc e , in  good Conrad­
ian fa sh io n , on the  co n tra s t between Joe and Lena Grove as she has been 
presen ted  in  Chapter One. Whereas Lena has allowed people to  help h e r ~  
even depended on th e i r  doing so—and has been ingenuously frank  witti 
them, Joe co ld ly , contemptuously, re fu se s  p ro ffe red  a id : p en n iless , he 
tu rn s  down Byron Bunch's o f f e r  to  d ia re  h is  lunch, saying, "*I a in t  hun­
gry . Keep your muck (p . 3 0 ) . '"  Likewise, he re fu se s  a l l  forms of 
personal in te rc o u rse .
He s t i l l  had no th ing  to  say to  anyone, even a f te r  s ix  months.
No one knew what he d id  between m ill hou rs . Now and then one 
of h is  fe llo w  workers would pass him on the square down town 
a f te r  supper, and i t  would be as though Christmas had never 
seen th e  o th er be fo re . He would be wearing then th e  new h a t 
and th e  ironed tro u se rs  and the  c ig a r e t te  in  one s id e  of h is  
mouth and th e  smoke sneering across h is  fa c e . (p . 31)
Even two y ears  l a t e r  when, in  town. Brown’s inane j o l l i t y  draws a  small
group to g e th e r, Christmas tu rn s  "and w ith th a t  s t i l l ,  su lle n  face  of h is"
walks away (p . 35 ). Thus, th e  r e a d e r 's  f i r s t  im pression of Joe Christmas
i s  o f a man who d e lib e ra te ly  chooses to  i s o la te  h im self from o th e r men,
and th i s  im pression, though o ften  s lig h te d  in  c r i t i c a l  d iscu ss io n s , i s
im portant to  th e  novel, e sp e c ia lly  to  i t s  them atic  s tru c tu re .
In  Chapter Three the reader i s  in troduced  to  ano ther iso la te d  
ch a rac te r, th e  Reverend G aü Hightower, form er m in is te r  of the  P resby ter­
ian  church, whose is o la t io n ,  in  c o n tra s t to  th a t  of Joe O iristm as, seems 
a t  f i r s t  to  be a  r e s u l t  of circum stances beyond h is  c o n tro l. At any r a te  
t h i s  i s  the  p o s itio n  Hightower has taken (pp. , and so, as % ron
Bunch begins on Sunday n ig h t (Chapter Four) to  recount th e  news of h is
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meeting w ith  Lana Grove and of th e  mnrder of Joanna Burden, Miditower 
l i s t e n s  "as though he were l is te n in g  to  the  doings of a d if f e r e n t  race  
(p . 70) ."  Soon, however, he l i s t e n s  w ith  an "expression of shrink ing  
and d e n ia l (p . 73)»" and by the  end of Byron's n a r ra t iv e , sweat i s  
running down h is  face  " lik e  te a r s  (p . 8 7 )."  Having responded a t  f i r s t  
to  h is  sense of th e  danger fo r  % ron in  th e  la t te r*  s involvement w ith 
Lena Grove, Hightower a t  l a s t ,  in  s p ite  of h im se lf, f e e ls  a k ind of g a i- 
e ra liz e d  compassion: " ’I s  i t  c e r ta in , proved, th a t  he has Negro blood? 
Think, Byrcn; what i t  w i l l  mean when th e  people—i f  thqy catch . . .
Poor man. Poor mankind (p . 87) . ’"^
Thus Faulkner i n i t i a t e s  in  Chapters Two, Three, and Four the  
them atic  p a tte rn  which culm inates, in  th e  n e x t- to - la s t  chapter o f the  
novel, in  H ightow er's d iscovery of mankind’ s moral re s p o n s ib il i ty  fo r  
th e  e v il  in  th e  w orld. This d iscovery , th e  major statem ent in  what i s  
th em a tica lly  the  c lim actic  chap ter of th e  novel, re v e a ls  n o t only  the  
u ltim a te  s ig n ific a n ce  o f H ightow er's s to ry , but a lso  th a t  of th e  sto ry  
of Joe Christm as. Consequently, i t  makes the  them atic p a tte rn  wiiich i t  
climaxes a major un ify ing  elem ait in  th e  novel, f o r  Hightower' 3 movement 
towards h i s  d iscovery , from an i n i t i a l  is o la t io n  akin to  th a t  of Joe 
Christmas, subsumes the  l e s s  complete movement o f the  o th e r ch arac te r in  
the  same d ir e c t io n .  And, owing to  h is  g re a te r  self-aw areness and g rea te r 
a r t ic u la te n e s s . H i0%tower i s  ab le  f in a l ly  to  make e x p l ic i t  to  h im se lf— 
and to  th e  re a d e r—th e  s ig n ific a n ce  of th a t  movement, a s ig n ific an ce  
l e f t  la rg e ly  im p lic it  in  th e  s to ry  of Christm as.
A fter the long flashback-biography of Joe Christjnas in Chapters
^F au lkner's  e l l ip s e s .
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Five throuth Twelve, then, Hightower's sto ry  picks up in  Chapter Thir­
teen -where i t  had l e f t  o ff in  Chapter Four. On th is  Tuesday n igh t as 
%ron Bunch begins to  t e l l  of h is  growing involvement with Lena Grove, 
High-tower thinks s t i l l  in  general terms of mankind:
" I t  i s  because so much happens. Too much happais. That's 
i t .  Man performs, engenders, so much more than he can or 
should have to  bear. T hat's  how he f in d s  th a t he can bear 
anything. T h a t's  i t .  T hat's  what i s  so te r r ib le .  That 
he can bear anything, anything." (p. 262)
Very sh o r tly , however, he begins to  f e e l ,  in  sp e c if ic  term s, -the claim s
of humanity upon him self. Hearing on Wednesday of the discovery of
Christmas' s t r a i l ,  he must ju s tify  to  himself h is  re fu sa l to take an
a c tiv e  ro le  in  l i f e ;
"I wont. I  -wont. I  have bought immunity," I t  i s  l ik e  
words spoken aloud now: re i te ra t iv e ,  p a tie n t, ju s t i f ic a ­
tiv e : "I paid fo r  i t ,  I  d id n 't  quibble about the p rice .
No man can say th a t ,  I  ju s t  wanted peace; I  paid them 
th e ir  price without quibbling." (p. 271)
T hrou^ -this thought Faulkner makes e x p l ic i t  fo r  th e  f i r s t  time th e  p a ra l­
l e l  between H i^ to w e r and Christm as, fo r  H i^-tow er’ s ' " I  ju s t  wanted 
peace,*" i s  p a r a l le l  to  C hristm as's "a l l  I  wanted was peace" in  Chapter 
Five (p , 97).^ In  both cases, of course, the  peace d esired  i s  th e  peace 
of moral i r r e s p o n s ib i l i ty ,  and, f ig h tin g  to  main-tain h is  lack  of invo lve­
ment, Hi^-toi-rer re fu se s  on the  follow ing Sunday n ig h t to  p e rju re  h im se lf, 
im plica te  h im self in  homo sexual i-ty, in  order to  allow  o ld  Mrs. Hines one
^The connection had been made more sub tly  a  l i t t l e  e a r l i e r ,  in  
H i^ to w er’ s th ink ing  th a t th e  d e v il was h e lp ing  both Ejyron Bunch and Joe 
Christmas (pp . 269, 271). He h im se lf, of course, had been aided by th e  
same gentleman tw enty-five years  e a r l ie r :  as he came o u t of th e  church on 
th e  morning o f  h is  w ife 's  death , "h is  face  looked l ik e  the  face  of Satan 
in  the  old p r in ts  (p . 59 )."  I t  i s  made e x p l ic i t ly  once more in  -the p a r­
a l l e l  between High-tower's " ' I  wanted so l i t - t l e ,  asked so l i t t l e .  I t  
■would seen . „ . (p . 4j}1 ) . '  " and Ghris"tmas's " 'T h a t d id n 't  seem to  be a 
whole l o t  to  ask in  t h i r t y  y ears  (p . 2 8 9 ) . '"  See a lso  pp. 97» 100.
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day w ith  th e  grandson she had never known: " ’I t ’ s no t because I  can t,
don’t  dare to  . . ,  i t ’s because I  wont! I  wont! do you hear (p . 342)7’ "
N evertheless, he does become involved th e  fo llow ing  morning by-
going -to -the cabin to  d e liv e r  Lena’ s baby, achieving thereby a sense of
purpose and of p rid e  fo r  -the f i r s t  tim e in  -twenty-five y ears  (pp. 347,
355» 363) ,  and th a t  afternoon he attem pts to  s-fcop th e  lynching of
Christmas by t e l l i n g  "the men th a t  Joe had been w ith him on the  n ig h t of
th e  m urder. He i s  ready now fo r  th a t  im portant m ed ita tion  which takes
p lace  a t  su n se t. As he w aits  f o r  the  re tu rn  of h is  grandfa-ther’ s
cavalry  iro o p , he review s the  c ru c ia l events in  h is  p a s t and begins to
recognize th e  l i e s  he has to ld  h im self to  ju s t i f y  h is  disengagement from
l i f e .  He had -told Eyron Bunch e a r l ie r  th a t  i t  was n o t by h is  own choice
th a t  he was no lo n g er a man of God (pp. 319-320). But he now begins to
recognize h is  re s p o n s ib i l i ty  in  th a t  m atter as in  th e  f r u s t r a t io n  and
dea"th of h is  w ife  (pp. 4-27-428). His major d iscovery  fo llow s -then, hard
upon h is  l a s t  r a t io n a l iz a t io n :
"And a f t e r  a l l ,  I  have p a id . I  have b o u ^ t  ry  ^ o s t ,  even 
th o u ^  I  d id  pay f-or i t  w ith  ny l i f e .  And vtio  can fo rb id  
me doing th a t?  I t  i s  any man’ s p r iv i le g e  to  d estro y  him­
s e l f ,  so long  as he does n o t in ju re  anyone e ls e , so long 
as he l iv e s  to  and of h im self—" He s-fcops suddenly. Mj- 
t io n le s s ,  unbreath ing , th e re  comes upon him a co nste rna tion  
which i s  about to  be a c tu a l h o rro r . He i s  aware o f th e  
sand now; wi-th th e  r e a l is a t io n  of i t  he f e e l s  w ith in  him­
s e lf  a  ga-theriîig as th o u ^  f o r  some tremendous e f f o r t .  Pro­
gress now i s  s t i l l  p ro g ress, y e t  i t  i s  now in d is tin g u ish a b le  
from -the re c e n t p a s t  l ik e  th e  already trav e rsed  inches of 
sand which c lin g  -to the  tu rn in g  wheel, ra in in g  back w ith a 
dry  h is s  t h a t  befo re  -this should have warned him: " . . .  r e ­
vealed to  ny w ife my hunger, ny ego , . ,  instrum ent o f her 
d esp a ir and shame. . ."  and w ithout h i s  having t h o u ^ t  i t  
a t  a l l ,  a  sm ten ce  seems to  stand f u l l  sprung acro ss  h is  sk u ll, 
behind h is  eyes: I  dont want to  th ink  -th is. I  must n o t think 
t h i s . I  d a re  no t th ink  -this As he s i t s  in  -the window, 
lean ing  forw ard above h is  m otionless hands, sweat begins to
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pour from him, springing o u t l i k e  blood, and pouring . Out 
o f th e  in s ta n t  the  sand-clutched ■wheel of th in k in g  tu rn s  on 
w ith  "bhe slow im p la c ab ility  o f a  mediaeval ‘to r tu re  in s tru ­
ment, benea'th the  wrenched and broken sodcets of h is  s p i r i t ,  
h is  l i f e :  "Then, i f  "this i s  so, i f  I  am -the instrum ent of
h e r d espa ir and dea'th, than  I  am in  tu rn  instrum ent o f some­
one ou tside  m yself. And I  know th a t  f o r  f i f 'ty  y ears  I  have
n o t even been clay: I  have been a  s in g le  in s ta n t  o f darkness
in  idîich a horse  galloped and a gun crashed . And i f  I  am ny 
dead grandf a-ther on ■the in s ta n t  o f h is  dea-th, then my w ife, 
h is  grandson 's w ife • • • th e  debaucher and m urderer o f  my 
grandson 's w ife , since I  could nei-ther l e t  ny grandson l iv e  
o r d ie  . . . "  (pp. A-29-^30* Fa-ulkner’ s e l l ip s e s )
What he f in a l ly  comes to  r e a l iz e  i s  th a t  no man can l iv e  "to  and 
of h im se lf,"  He comes to  the  shat-tering  r e a l iz a t io n  th a t  human agen ts, 
h is  id o liz e d  grandfather among -them, a re  re sp o n sib le  fo r  the e v il of the  
w orld. J u s t  as he i s  p a r t i a l l y  re sp o n sib le  f o r  h is  ■wife's death, so h is  
g rand fa ther i s  p a r t i a l ly  resp o n sib le  f o r  th e  d ire c t io n  h is  l i f e  has taken. 
He, l i k e  -the South, i s  a "v ic tim ,"  in  o th e r words, n o t of some om nipotait 
ex te rn a l f a te  or g ig an tic  o ld  cu rse  o r  h e ro ic  o ld  ghost as he would have 
l ik e d  -to be lieve , but of s h o r t s i^ te d ,  s e l f is h ,  c a re le s s  men, h is  grand­
f a th e r  among -them, F au lkner's  p o in t, th a t  i s ,  in  b ring ing  in^to -this l a t e  
chap ter an account of H i^ -to w er's  childhood and youth i s  n o t to  rep resen t 
him as a n a tu r a l i s t i c  v ic tim  o f vague fo rc e s  c a lle d  h e re d ity  and en-vlron- 
ment, n o t to  deny h is  moral responsib ili-ky  f o r  h is  a c tio n s , but to a ffirm  
th a t  re sp o n sib ili-ty  and -the resp o n sib ili- ty  o f o th e r  men f o r  -the e-vil in  
the  w orld .
Thus High-tower's d iscovery  i s  a sp e c if ic  commentary, again in  the  
Conradian manner, on the concept o f th e  P layer as i t  i s  presented a t  the 
end of th e  preceding chapter in  the  account of Chris-tmas's death . This 
concept o f th e  P layer epitom izes -that -vu lgarization  of the C a lv in is tic  
d o c tr in e s  of E lec tion  and P red e s tin a tio n  which m an ife sts  i t s e l f  in  th e
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s e t  of mind enabling a person to  ju s t i f y  any of h is  ac tio n s  a t  a l l ;  on 
the  assumption th a t  he i s  a chosen instrum ent o f  God, one can ju s t i f y  
whatever he undertakes in  the  name o f God (or country) as being sanctioned 
ty  God. %  v ir tu e  of t h i s  assumption Doc Hines j u s t i f i e s  h is  allow ing 
h is  daughter to  d ie  in  c h ild b ir th  unattended by a p hysic ian  (p . 333) ; 
McEachem j u s t i f i e s  h is  co ld , irqoersonal, ru th le ss  re a r in g  of Joe C h ris t­
mas (p . 133) ; Joanna Burden j u s t i f i e s  h er attem pt to  k i l l  Christmas (pp. 
246-24?); he j u s t i f i e s  h i s  k i l l i n g  of h e r ("he b e liev ed  w ith calm p ara ­
dox th a t  he was the  v o l i t io n le s s  servan t of the f a t a l i t y  in  idiich he 
believed  th a t  he d id  no t b e lie v e . He was saying to him self I  had to  do 
i t  a lready  in  the  p a s t te n se . . . . "  pp. 244-245); and, f in a l ly ,  Percy 
Grimm j u s t i f i e s  h is  k i l l in g  and m u tila tio n  of Joe ("he seemed to  be served 
by c e r t i tu d e , the  b lin d  and lUitroubLed f a i th  in the  r i ^ t n e s s  and i n f a l l i ­
b i l i t y  of h is  ac tio n s  (p . 4 0 2 ) ." ) .
The p o in t i s  th a t  in  w ritin g  of th e  Player who guides Grinan's 
ac tio n s , Faulkner i s  rendering  Grimm’ s secularized  Calvinism from the  
in s id e , n o t d ep ic tin g  him from th e  o u ts id e  as a n a tu r a l i s t i c  pawn of some 
ou ts id e  fo rc e . In  f a c t  th e  image of the  Player i s  in troduced  a l i t t l e  
e a r l i e r  in  the  book in  connection with Joe Brown, and th e re  Faulkner 
makes i t  c le a r  th a t  the  image i s  Brown's image, n o t h is ;  " I t  seemed to  
him now th a t  thqy were a l l  j u s t  shapes l ik e  chessmen—th e  Negro, the  
s h e r i f f ,  the  money, a l l —u n p red ic tab le  and w ithout reason  moved h ere  and 
th e re  ty  an Opponent who could read  h is  moves before he made them and 
■vdip created  spontaneous ru le s  which he and n o t th e  Opponent, must 
fo llow  (p . 383)» ”  ^ Moreover, in  th e  manner of a Conradian re p e t i t io n  of
"IThis passage i s ,  o f course, an alm ost p e rfe c t exanqple of th e  
o th e r s ide  o f the  assumption o f Divine sanction—a m an's ra t io n a liz a t io n  
o f h is  f a i lu r e  by re fe ren ce  to  th e  enmity of God»
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scenes, Grimm’ s p u rsu it of Christmas is  a re p e titio n  of e a r l ie r  actions 
of Hines and McEachem. As McEachem and h is  horse o ffe r  "some jugger- 
nautish  sim ulation of t e r r i f i c  speed" in  p u rsu it of Joe and Bobty Allen 
a t  the dance (p. I76) ,  so Grimm on h is  bicycle pursues Joe "with the d e l i­
cate swiftness of an apparition , the implacable undeviation of Juggemaut 
or Fate (p. 403)." Calm, rap t, inçjersonal as McEachem him self—or 
Christmas (p. I 3I ) —iu  h is  conviction of in f a l l ib i l i t y ,  Grimm moves, l ik e  
McEachem, or l ik e  Hines in  pu rsu it of h is  eloping daughter (pp. 328-329), 
with "unfailing  certitude" s t r a i ^ t  to  wherever Christmas attem pts to 
hide (pp. 402-406).  ^ And as Hines thinks of him self as "the instrument 
of His w ill (p. 333)»" so Grimm thinks of him self as an instrument of the 
P layer, thus ju s tify in g  h is  k il l in g  and m utilation  of Joe Qiristmas in 
defence of God, country, and Southern womanhood.
H i^ tow er’s discovery in the next chapter th a t  man, not God, is  
responsible fo r  the ev il of the world i s ,  of course, Faulkner’ s climac­
t i c  comment on th is  a t t i tu d e , the primary ob ject of h is  f ic t io n a l  examin­
ation  in  L ight in  August. And Hightower’ s discovery i s  the culmination, 
no t only of h is  sto ry , but also of the story of Joe Christmas; th a t  i s ,  
i t  draws together the separate threads of p lo t and theme in  the novel, 
t i e s  them a l l  together, and makes of the novel f in a lly  one u n ified  work 
of a r t  ra th e r  than th ree  a r t i f i c i a l ly  re la ted  s to r ie s . Three f a c ts  
argue th a t Hightower’ s discovery i s  the end txjwards which the  sto ry  of 
Christmas moves. The f i r s t  i s  Faulkner’s care in  portraying him as "the 
s te rn e s t and most d o c trin a ire  ’C alv in ist’ " in  the novel, d esirin g  Ju s tic e
^Blinded to  a l l  other considerations by h is  devotion to Lena,
Byron Bunch i s  also "led" to  H i^ tow er’s bedroom on the morning Lena’s 
child  i s  bom , p . 34-3«
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not Mercy, hating and fearing  the lim ita tio n s  of man's f le sh , h is  
n a tu ra l appetites  fo r  food ( se lf-p reservation) and sex (preservation of 
the race),^  This care would seem to  be merely irre le v a n t waste motion 
i f ,  as some c r i t i c s  hold, Christm as's story  has no in h e ro it re la tionsh ip  
with th a t  of H i^ tow er. Carl Benson w rite s, fo r instance, th a t  whereas 
H i^tow er, as a moral agent possessing fre e  w ill, i s  the moral protagon­
i s t  of the novel, Christmas l iv e s  without fre e  w ill in  a determ in istic  
w orld.^ But th is  position  denies the b asis  fo r  the them atic unity  of 
the novel, denies th a t Hightower's f in a l  i n s i s t  illum inates the world 
of Christmas as well as h is  own.
The second relevan t f a c t  is  th a t strong f i r s t  impression of
Christmas in  Chapter Two, together with two unequivocal statem ents in
Chapter ïVelve. These l a t e r  s ta tem aits , the f i r s t  by the author-narra-
to r ,  the  second try Christmas, support the  f i r s t  impression of him as a
man who d e lib e ra te ly  chooses iso la tio n  from other men:
As time went on and the novelty of the second phase began to  
wear o ff and become h a b it, he would stand in  t!rie k itchen  door 
and look out across the dusk and see, perhaps with foreboding 
and premonition, the savage and lonely  s tre e t  which he had 
chosai of h is  own w ill, w aiting fo r  him, thinking This i s  not 
a t  l i f e . I  dont belong here (p. 225, i t a l i c s  in  l in e s  ^ and 
5 mine.)
And then something in  him f la h e d  Why n o t? I t  would mean 
ease, secu rity , fo r  the r e s t  of  your l i f e . You would never 
have move again . And you mi d i t  as well be married to  her
ââ  th inking, "No. I f  I  give in  now, I  w ill deny a ll
the th ir ty  years th a t I  have liv ed  to  make me what I  chose 
to be." (p . 232 , F au lkner's  i t a l i c s . )
^Cleanth Brooks, The Massachusetts Review. I l l  (Summer, 19&2), p. 
707 . See also O'Connor, The Tangled F ire , pp. 72-78; Swiggart, The Art 
2L Faulkner's Novels, pp. 131-135: and Olga W. Vickery, The Novels of 
William Faulkner (Baton Rouge: Louisiana S tate U niversity Press, 195^ ,
pp. 70- 71.
^"Thematic Design in  Li d i t  in  August." South A tlan tic  Q uarterly. 
L III (October, 195^), pp. 5^5-5^ •
l 66
Thus, i f  Christinas i s  rea lly  the n a tu r a l is t ic  victim  he i s  often  taken to  
be, then Faulkner* s p o r tra it  o f him in  Chapters Two and Twd.ve i s  g la r­
ing ly  inconsisten t with th a t in  several other chapters, notably Chapters 
Six through Nine,^
There i s ,  I  th ink, no r e a l  inconsistency, though i t  i s  understand­
able why Christmas should have been in te rp re ted  as a n a tu ra l is t ic  victim . 
Published in  1932 when naturalism  was the l i te r a r y  shibboleth (and when 
Conrad's stock was a t  i t s  lowest p o in t) . Light in  August does lend i t s e l f  
to  the n a tu ra l is t ic  in te rp re ta tio n . Chapters Six through Nine, especia lly , 
the chapters vriiich present the v iv id  scenes of Jo e 's  l i f e  a t  the  orphanage 
and a t  the home of the McEachems, do seem to  provide the necessary d e te r­
m in istic  l i fe -h is to ry  fo r a n a tu ra l is t ic  v ictim . I t  might be argued, fo r  
in stance , th a t Jo e 's  encounter with the d ie t i t ia n  a t  the orphanage (Chap­
te r  Six, pp. 10^—109) and h is  beating  a t  the hands of McEachem fo r  h is  
f a i lu r e  to  lea rn  the P resty terian  catechism (Chapter Seven, pp. 128-136) 
account fo r h is  misogyny, h is  reb e llio n  against the C alv in is tic  Jehovah 
God, and h is  m asochistic need fo r  punishment. Yet a l l  these a tti tu d e s  
are r e a lly  d eriv a tiv es  of h is  b as ic  obsession with h is  Negro blood, and, 
th o u ^  th is  obsession i s  stressed  in  Chapter Five (pp. 99-101), again a t 
the end of Chapter Seven (p. 146), and th ro u ^ o u t the r e s t  of the novel, 
the reader i s  given no clue as to  i t s  o rig in  u n ti l  Chapter Sixteen.
There Doc Hines describes a s itu a tio n  which might wdJ., in  a n a t­
ion Christmas as n a tu ra l is t ic  victim , see Beison, Ib id . ; Irv ing  
Howe, William Faulkner, pp. 49-50; Chase, The American Novel, pp. 213"
214; and Kazin, WF;I I I . pp. 262- 263.
^For early  examples o f the misogyny, see Chapter Five, pp. 93, 95, 
100; fo r  Jo e 's  reb e llio n  against Ckxi, see Chapter Five, pp. 91-93, 97,
1 6 7
u r a l is t ic  novel, have been developed as an explanation of the orig in  of
J o e 's  obsession with h is  Negro blood and, th e re fo re , of h is  rebellion
against God and h is  need fo r punishment:
"So old Doc Hines he watched and he w aited. From God's own 
b o ile r room he watched them children , and the d e v il 's  walk­
ing seed unbeknownst among them, po llu ting  the earth  with 
the working of th a t word on him. Because he d id n 't  play 
with the  ottier children no more now. He stayed  by him self, 
standing s t i l l ,  and then old Doc Hines knew th a t  he was 
lis te n in g  to  the hidden warning of God's doom, and old Doc 
Hines sa id  to him, 'Why dont you play with them other ch ild ­
ren l ik e  you used to ? ' and he d id n 't  say nothing and old 
Doc Hines said, 'I s  i t  because they c a ll  you n igger? ' and 
he d id n 't  say nolhing and old Doc Hines sa id , 'Do you think 
you are a nigger because God has mailed your face?* and he 
said, ' I s  God a nigger too?' and old Doc Hines sa id , 'He 
i s  the Lord God of w rathful h o sts . His w il l  be done. Not 
yours and not mine, because you and me are both a  p a r t of 
His purpose ahd His vengeance.' And he went away and old 
Doc Hines watched him hearing and lis te n in g  to  the  vengeful 
w ill of the Lord, u n til  old Doc Hines found out how he was 
watching the nigger working in  the yard, follow ing him 
around the  yard while he worked, u n ti l  a t  l a s t  the nigger 
said , 'What you watching me fo r ,  bqy?' and he said , 'How 
come you are a n iggerî '  and the nigger sa id , "Who to ld  you 
I  am a nigger, you l i t t l e  white tra sh  bastard? ' and he 
says, ' I  a in t a n ig g e r , ' and th e  nigger says, 'You are 
worse than th a t .  You dont know what you a re . And more 
than th a t ,  you wont never know. Y ou 'll l iv e  and y o u 'l l  
d ie  and you wont never know, ' and he says, God a in t no 
n ig g er,' and the nigger says, ' I  reckon you o u ^ t  to  know 
what God i s ,  because dont nobody but God know what you 
i s . ' "  (pp. 335- 336)^
But th is  sho rt, biased account i s  hardly the equal in  fo rce  of the v iv id ,
d e ta iled  scenes in Chapters Six and Seven,
The question i s ,  then, why Faulkner chooses to  emphasize the
l a t t e r  scenes and to  re lega te  the  scene described by Hines to  a secondary
The story  in  Absalom. Absalom 1 of Charles Etienne Saint-Valery 
Bon, a  b rie f  redaction  of the story  of Joe Christmas, cas ts  re tro sp ectiv e  
l ig h t  on th is  po in t, d e a r ly  Bon, p a r t  Negro bu t reared  as a white per­
son to  accept white r a c ia l  categories and assunçjtions, c ru c ifie s  himself 
d e lib e ra te ly  in  order to punish him self fo r  the sin  of being p a rt Negro, 
See pp. 205- 210.
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role» The answer i s ,  I think, as Swiggart suggests, that the scenes in
Chapters Six and Seven attempt to explain how Joe is  in the present, not
how he got that way;
In the orphanage scenes of Light in Augnist there i s  a dear  
description of traumatic experiences that could be said to 
explain Joe Christmas’s la ter revulsion from sex, food, and 
money* But in my opinion such scenes have the primary 
functions of making Joe's stylized role m re  acceptable and 
of heightening the reader’s awareness of his archetypal 
puritanian. Joe Christmas i s  not a rea lis tic  character, 
and althou^ Faulkner strives to make his obsessions believ­
able, he does not try to give him a rea listic  past.l
Faulkner i s  more interested, that is , in preparing the reader to accept 
Christmas’s murder of Joanna Burden and subsequent lynching than in 
scoring a point for the deterministic philosophy. Thus the main purpose 
of the scene at the beginning of Chapter Seven, in which McEachem beats 
Joe on the hour for his failure to leam  the catechism, i s  not to depict 
the origin of the la tte r ’ s need for punishment or the origin of his 
rebellion against McEachem’s God, but to emphasize forcefully the simi­
la r it ie s  betweei Joe’s attitude and that of McEachem. Both are de­
scribed in terms of rigiditjr, and, as McEachem whips Joe, "It would have 
been hard to say which face was the more rapt, more calm, more con­
vinced (p. 131) ."
The point i s  that the vivid scenes from Christmas’s childhood and 
youth are not naturalistic scenes depicting the origins of his attitudes 
but microcosmic scenes epitomizing—and justifying—those attitudes in 
the same way as the microcosmic scenes of the f ir s t  two sections of The 
Sound and the Fury justify  Jason’s attitudes. Chapter Sevan is , in fact,
^The Art of Faulkner’ s Novels, p . 25*
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a se ries  of three microcosmic scenes from Jo e 's  l i f e  w ith ihe McEachems, 
one from the eighth year of h is  l i f e ,  one from h is  fourteenth  year, and 
one from h is  seventeenih« These care fu lly  selected  scenes—h is  re fu sa l 
to  le a m  the catechism, h is  encounter with the l i t t l e  Negro p ro s titu te , 
and h is  se llin g  of h is  h e ife r—reveal him to  be the archetypal Southern 
C alv in ist, even in  h is  rebe llion  against Jehovah, fo r  h is  kind of re ­
bellion  im plies an acceptance, not a den ia l, of the basic theological 
and moral assumptions of men such as McEachem and Hines. He finds, fo r 
instance, a ce rta in  sa tis fa c tio n  in  the dependable system of revrards and 
punishments (Justice) which McEachem estab lish es  (pp. 128-133» 139, 146), 
At the same time he scoms the attempted kindness of Mrs. McEachem 
(Mercy) and, a t  fourteen, beats the  l i t t l e  Negro p ro s ti tu te  botii because 
she i s  Negro and because she i s  female.
Thus, these microcosmic scenes form the b asis  fo r a Faulknerian 
progression d 'e f f e t  which makes J o e 's  murder of Joanna Burden the in ­
ev itab le  culmination of h is  re la tio n sh ip  w ith h e r. In the  early  daapters 
dealing with Christmas, Two, and Five th ro u ^  Twelve, repeated scenes 
and m otifs lin k  h is  l i f e  with the McEachems to  h is  l i f e  with Joanna 
Burden and make her background and a tti tu d e s  m irror h is  own. One repeated 
scene is  th a t of h is  re fu sa l of proffered food. As he refuses the food 
^yron Bunch o ffe rs  him (p. 30), so, a f te r  h is  whippings fo r  n o t leam ing  
the catechism, he refuses the food Mrs. McEachem o ffe rs  him, dumping the 
dishes and food on the f lo o r (pp, 135-136), Then on the Thursday night 
before he goes to woik in the Jefferson  planing m ill on Friday, he hu rls  
against the w all the  dishes of food Joanna Burden has se t out "fo r  the 
nigger (p. 208)," And, as a f te r  whipping him McEachem makes Joe kneel
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with him to pray (p. 133)f so a f te r  her c lim acteric  Joanna t r i e s  to  get 
him to  kneel with her to  pray (pp. 243-24?). I t  i s  a f te r  h is  f in a l  r e ­
fu sa l th a t she attem pts to shoot him, follow ing which he k i l l s  h e r. In  
th is  manner, then, she i s  linked  with both the  McEachems (Ëie i s ,  a f te r  
a l l ,  a woman, a t  le a s t  physica lly .)^  The repeated motifs, however, lin k  
her more closely with McEachem and Christmas than with Mrs, McEachem. 
Like Joe she is  obsessed with the  Negro race (pp. 221-222), with her re ­
la tio n sh ip  to God (pp. 231, 244-246), and with sex (pp. 225-226). And 
l ik e  both Joe and McEachem i s  calm and inç>ersonal and r ig id  in  the 
ab s tra c t p rin c ip les  on idiich she l iv e s  (pp. 241S-245). The n a r ra to r 's  
descrip tion  of her as she p u lls  the  p is to l  on Joe makes c lear the  par a l l  ù  
between her and the o ther C alv in is ts  in  the book, including Percy Grimm:
Then he saw her arms unfold and her r ig h t  hand come fo rth  
from beneatii the shawl. I t  held an old s ty le , single ac tion , 
cap-and-ball revolver almost as long and heavier than a small 
r i f l e .  But the shadow of i t  and of her arm and hand on the 
w all did not waver a t  a l l ,  the  shadow of both monstrous, the 
cocked hammer monstrous, backhooked and v iciously  poised l ik e  
the arched head of a snake; i t  d id  not waver a t  a l l .  And her 
eyes did not waver a t  a l l .  They were as s t i l l ,  as th e  round 
black ring  of the p is to l  muzzle. But th ere  was no h e a t in  
than, no fu ry . They were calm and s t i l l  as a l l  p ity  and a l l  
despair and a l l  conviction, (p. 24?)
Given a man with J o e 's  background and a t t i tu d e s  and a woman with Joanna's
background and a tti tu d e s , the r e s u l t  i s  in ev itab le .
Two other repeated scenes help to  t i e  the McEachem-Christmas- 
Burden story  to  th e  r e s t  of the novel. The f i r s t ,  mentioned above, i s  
the repeated scene of in f a l l ib le  p u rsu it which helps re la te  the s to r ie s  
of Grimm, Hines, and McEachem and helps make Christmas* s lynching in ­
ev ita b le . The other i s  the repeated scene of the  b irth  of a baby which
Ipor an e x p lic it  lin k in g  of the two women, see p. 229.
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helps re la te  the Christinas s to ry  to  the  Lena Grove story  and also helps 
lend the note of hope a t the end of the novel. The f i r s t  b ir th  mentioned 
in  the book i s  the b irth  of the s ti l lb o rn  Negro baby, a t  which Miditower 
a s s is ts  (pp. 63- 64) .  The second i s  th e  b ir th  of Joe Cliristmas whose 
mother, attended only by Mrs. Hines, d ies (pp. 331-332). The acconnt of 
the b irth  of Lena Grove's baby follow s hard on the account of Christm as's 
b ir th , and th is  time, attended by both H i^tow er and Mrs. Hines, both 
Lena and the baby survive (pp. 3^7-349). For Mrs. Hines, of course, the 
b ir th  of Lena's baby becomes the b ir th  of Joe, her M illy 's  baby, and her 
confusion suggests the hope of l i f e .  With Lena Grove and Hyron Bunch to 
look a f te r  him, th is  baby has a b e tte r  chance than Christmas had. Man 
can be responsible fo r  bringing good out of e v il .  The p o ss ib ility , a t  
le a s t ,  e x is ts .
The th ird  fa c t  arguing th a t  H i^ to w er 's  discovery is  the end to ­
wards which Christinas'3 s to ry  moves i s  the order of the l a s t  three chap­
te r s .  Like the f i r s t  three chapters, these l a s t  th ree  deal in  turn with 
the th ree p lo ts  of the novel: Chapter Nineteen dep ic ts  the murder of 
Christmas; Chapter Twenty, Hightower's meditation; and Chapter Twenty-One, 
Lena Grove and tyron Bunch's move to  Tennessee. This order i s  not merely 
acc iden ta l. As ü ie story  of Lena Grove opens the novel, so her story 
closes i t .  As Chapter One suggests the r e a l i s t i c  background, against 
which Faulkner's f ic t io n a l  examination of Southern Calvinism i s  to be 
placed, so Chapter Twenty-One re c a l ls  the reader from the grim darkness 
in  which he has been inmersed and leads him bade in to  the more l i ^ t l y  
humorous, l i ^ t l y  s a t i r ic a l  world of Lena Grove. Thus, her s to iy  ac ts  
as a kind of normal, r e a l i s t i c  frame fo r  the study of the r ig id ity  of
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mind which Faulkner undertakes in  the other two s to r ie s . And as th is  
study gets under way in  Chapters Two and Three dealing with Christmas 
and Hightower, so i t  reaches i t s  climax in  Chapters Nineteen and Twenty 
in the accounts of Christmas’ s v io la i t  death and Hightower's m editation. 
Surely the order and jux taposition  of these l a s t  th ree  chapters are as 
meaningful as the order and jux taposition  of the f i r s t  th re e . I f  no t, 
Faulkner is  g u ilty  here again of emphasizing "art" to  no meaningful pur­
pose. Surely, however, what these l a s t  three chapters o ffe r  i s  an a f­
firm ation , the Shakespearean affirm ation th a t man is the victim , no t of 
the gods, but of h is  own fo lly  and th a t ,  therefore, hope can ex is t fo r  
the  fu tu re .
F in a lly , Faulkner’ s experiments with n arra to rs  in Light in  August 
move towards h is  f u l l  development in Absalom. Absalom 1 of the  Conradian 
n a rra to r . There are several d if fe re n t narra to rs  in  Light in  August, some 
of whom, as in Absalom. Absalom!. o ffe r  d iffe ren t versions o f the same 
action  or event. In  Chapter Nineteen, fo r example, Gavin Stevens and the 
au th o ria l n a rra to r  o ffe r  markedly d iffe re n t versions of the murder of 
Christmas, Stevens speculating on the co n flic t in  Joe between h is  white 
blood and h is  black blood, the au th o ria l n arra to r s ig n if ic a n tly  emphasiz­
ing the ro le  of Percy Grimm. Moreover, again as in  Absalom. Absalom! . 
the n a rra to rs—th o u ^  o fferin g  d if fe re n t in te rp re ta tio n s  c . f a c ts —a l l  
use the same kind of language. Ostensibly i t  is  the town which t e l l s  
Eyron Bunch about Hightower, Bunch who t e l l s  Hightower about Lena Grove 
and Joe Christmas, Mr. and Mrs. Hines who t e l l  Bundi and H i^tow er about 
Christm as's b ir th  and early  years, Joanna Burden who t e l l s  Joe about her 
fam ily background, Gavin Stevens who t e l l s  a frien d  about Christmas’ s
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death, and the furniture dealer vdio te l ls  h is wife about Lena Grove and 
Eiyron Bunch's trip to Tennessee. Actually, however, "the overriding 
voice" of the authorial narrator stands just bdaind and moves easily in­
to a ll  these accounts, giving most of them the same involved style he 
uses in those parts of the story narrated directly to the reader.^ Not 
yet, perhaps, the fu lly  developed, elevated, evocative eloquence of 
Absalom. Absalom I. the style of Light in August nevertheless strongly 
suggests the later style and so i s  an early indication of what i s  to be­
come probably the most noticeable characteristic of Faulkner's later  
novels.
In Absalom. Absalom!. then, Faulkner's basic technique is  to allow 
different narrators—Rosa Coldfield, Mr. Compson, Quentin-Shi-eve—to re­
count varying speculative versions of the story of Thomas Sutpen, but to 
recount them in the language of the authorial narrator who s'tands just 
behind the character-iiarrators and occasionally steps into the story in 
h is  own right, especially la te  in the novel in order to approve of the 
conjectures of Quentin and Shreve; " . . .  since both he and Shreve be­
lieved—^ jd were probably right in th is too—that the octoroon and the 
child would have been to Hsiiy only something else about Bon to be, not 
envied but aped i f  that had been possible, . . ."^ As Guerard has shown, 
th is narrative technique i s  an extension of, a working out of the impli­
cations of, Conrad's techniques in Lord Jim. Under Western Eves, and 
Chance. He writes that Faulkner's device of endowing a ll h is  narrators
^For a  good introductory discussion of tiiis  po in t, see William Van 
O'Connor, The Tangled F ire , pp. 84-86.
2p. 336 , ny i t a l i c s .  See also  p . 335.
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w ith the elaborate rh e to ric  of the overriding voice, " th is  fu rth e r  step 
away from ordinary realism ," "was iiie next and n a tu ra l one fo r  the medi­
ta t iv e ,  im pressionist novel to  take."^ I t  allowed Faulkner to  avoid the 
r e a l i s t i c  trap  which Guerard d iscusses, together w ith an e a r l ie r  way of 
avoiding i t ,  in  the course of h is  remarks on Under Western Eves;
One of the  g reat dangers of an obtuse n a rra to r  and James­
ian  foo l i s ,  of course, th e  in v ita tio n  to w rite  imperceptive 
prose fo r  the salce of accurate characterization» The danger 
would seem most severe where the general mode i s  r e a l i s t i c ,  
as i t  i s  in Under Western Eves, But th is  i s  a problem th a t  
James, Gide, Mann, Ford, and o thers have solved, and Conrad 
here solves i t  w ith l i t t l e  waste of time. A few b rie f  pas­
sages suggest in  th e ir  phrasing the  n a r ra to r 's  old-maidish 
s id e . I t  comes out even in  h is  comments on h is  lack of pro­
fess io n a l s k i l l « "In the  conduct of an invented story  there  
are , no doubt, certa in  p ro p rie tie s  to  be observed fo r  the 
sake of c learness and e f fe c t,"  But from such a passage the 
n a rra to r moves very quickly to an e f f ic ie n t ,  evocative prose 
not unlike th a t of James* "Mr. Razumov's record, l ik e  the open 
bode of f a te ,  revives fo r  me the memory of th a t day as some­
thing s ta r t l in g ly  p i t i l e s s  in  i t s  freedom from a l l  forebod­
in g s ."2
Furthermore, not only does the Faulknerian eloquence avoid the trap  of 
r e a l i s t i c  charac teriza tion , but i t  also  heightens the re a d e r 's  suscepti­
b i l i t y  to  suggestion and thus helps to  involve him more fu lly  in  the 
s to ry .
Complementing the eloquence in  th is  engagement of the reader, and 
in  Faulkner's development of the Conradian n a rra to r, i s  h is  device "of 
n arra tio n  through speculative commentary, of reporting  disguised as con--- 
jec tu re ."3  A development of the conjectures of the Marlow of Chance (as
1CTN. p . 269
^I b id . .  pp . 251- 252.  See a lso  pp. 258-260.
3lb id . . p . 270.
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h is conjectures are a development of the dependence on hearsay of the
Marlow of Lord J im ), th is  device, according to  Guerard, f re e s  the author
from the n ecessity  of dramatizing h is  scenes while a t  the same time
lending i t s e l f  to  the engagement of the reader:
The method involves a nominal freeing  of n a rra tiv e  con­
sciousness and loosening of lo g ica l r e s tr ic t io n s  (since a 
speculating mind may move There i t  p leases); in  p rac tice  
i t  may also  perm it a convenient lim itin g . Where au tho rity  
i s  so s l ig h t ,  reporting  of d e ta i l  may be kept to  a minimum!
The conjectu ra l method is  p a rtic u la rly  useful where the 
n a rra to r  does not want to report a scene a t  length , or 
cannot, and where i t  i s  desirab le  fo r  the reader to do a 
good deal of ac tiv e  imagining, 1
A measure of Faulkner’ s fee lin g  about the d e s ira b il i ty  of the reader’ s
doing “a good deal of active imagining” i s  the fa c t th a t in  Absalom there
are actually even fewer dramatized scenes than in Light in August, though
as in Light in August the events depicted, owing to the vividness of the
narration, have the force and intensity of fu lly  dramatized scenes.^
Now in. addition to i t s  role in Faulkner's development of the Con­
radian narrator, the conjectural method i s  an integral part of his develop­
ment of the Conradian progression d’e ffe t . Ihou^ based on the same 
essential device (incremental repetition) and thou^ employed to the same 
end (the creation of the effect of inevitability) as the Conradian pro­
gression. the Faulknerian progression in Absalom extends Conrad’s techni­
que in one important respect. The incremental repetition of Absalom. 
Absalom! i s  primarily the repetition—with additions and conjectural 
emendations by the different narrators—of the story of Thomas Sutpen,
ic™, pp. 270- 271.
^See p . 156 above.
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and always the add itions and correc tions have to do, not with the fa c ts  
of Sutpen's l i f e ,  but with the motives which l i e  behind the fa c ts .  Though 
only Quentin and Shreve know a l l  the re levan t fa c ts  of Sutpen's l i f e  idien 
they construct t l ie ir  version of the s to iy  (pp. 181, 266, 27^), the  basic 
fa c ts  do not vary from one n a r ra to r ’ s version to another. The general 
o u tlin e  of Sutpen's l i f e  presented by Rosa Coldfield in  Ihe f i r s t  chap­
t e r  jib e s  with Mr. Compson's account in  Chapters Two through Four and 
•5-ri.th Quentin's account in  Chapters Six th ro u ^  E i ^ t ,  but the in te rp re ­
ta tio n s  of those fa c ts  d if f e r  widely; Olga W, Vickery suggests p e rtin en tly  
th a t  Rosa Coldfield t e l l s  a gothic t h r i l l e r ;  Hr. Compson, a c la s s ic a l 
tragedy; and Quentin and Shreve, a c h iv a lric  romance.^
An example which epitomizes the technique, and perhaps the novel, 
is  the attempt of each n a rra to r to  account f o r  Sutpen's forbidding Judith  
to  marry Charles Bon. Rosa C oldfield, in  love with the ideal of love 
represented to  h e r  by Bon, exclaims early  in  the n o v ^ , "I saw J u d ith 's  
marriage forbidden without rhyme or reason or shadow of excuse. . . .
(p. 18)." Mr. Compson, more detached and more knowledgeable than Miss 
Coldfield, a ttr ib u te s  the ban to  Sutpen's knowledge of Bon's octoroon 
and ch ild  in New Orleans (pp. 117-118), but he i s  not s a tis f ie d  with 
th a t  explanation; " I t 's  ju s t  in c red ib le . I t  ju s t  does not explain (p. 
too)." Thus h is  explanation con tribu tes to the suspQise ra th er than 
re lie v in g  i t  and so prepares the reader fo r Q uentin 's revelation  th a t  Bon 
i s  Sutpen's son, bom to  h is  H aitian  w ife (p . 265) .  On th is  discovery, 
then, Quentin and Sireve build theii* more sa tis fy in g  version of Sutpen's
^The Novels of Vh.lliam Faulkner, pp. 86 f f .
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actio n . He had forbidden the  wedding to  prevent in c e s t (pp. 293, 3^2).
In the meantime, however, without rea liz in g  i t ,  the reader, 
th ro u ^  such passages as Mr. Compson’ s speculations aibout the reactions 
of the Sutpens, fa th e r  and son (Henry), to  Ben’ s New Orleans octoroon 
(pp. 90-118), has been conditioned to  accept Quentin and Shreve* s climac­
t i c  in s ig h t which reveals  a l l  a t  once the true  reason fo r  Sutpen’ s action 
and the moral horror of h is  a ttitu d e .^  I t  is  not the th re a t of incest 
which moves him but the fe a r  of miscegenation (pp. 355-35Ô)» With th is  
rev ela tio n  everything in the novel f a l l s  in to  place, including the 
answer to  the question which nags a t  Quentin (and Faulkner) th ro u ^ o u t; 
why did the South lo se  the warî^ The answer i s  not th a t  of Rosa Gold- 
f ie ld ;  "th a t only through the blood of our men and the  te a rs  of our women 
could He stay th is  demon and efface h is  name and lineage from the earth  
(p . 11)," Nor i s  i t  the answer advanced ty  Mr, Compson: , , the War
, , , maybe in s tig a ted  by th a t  fam ily f a ta l i ty  which possessed, along 
with a l l  circumstance, th a t  curious lack of econony between cause and 
e f fe c t which i s  always a c h a ra c te r is tic  of f a te  when reduced to  using 
human beings fo r  to o ls , m ateria l (p. 119)." Neither God nor Fate i s  re ­
sponsible, but man. The answer to  the question is  th a t  discovered by 
Hightower a t the end of L ight in  August and made eocplicit by Ike McCaslin 
in  Chapter Four of "The B ear," th a t man i s  morally responsible fo r  the 
e v il  of the world, th a t  the kind of men who, like Sutpen, could fe a r
^The poin t ought to  be made e x p lic itly , perhaps, th a t  Mr, Conpson’ s 
speculations about the Sutpens’ reac tio n s  to  Bon’s l ia is o n  with the octo­
roon serve not only as one version  of Sutpen’s motives but also as j u s t i ­
f ic a t io n  of the a ttitu d e s  of the Sutpens towards Negroes.
^See pp. 11-12, 118, 260, 289-290, 3^5, 361.
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miscegenation more than in c e s t were responsifcle fo r  the war and fo r  the  
d e fea t. In  o ther words, the important d is tin c tio n  of the Quentin-Shreve 
version of Sutpen's story  i s  i t s  in sis tence  on Sutpen's moral responsi­
b i l i ty  fo r iiie catastrophe which destroys him and h is  family; and the 
rev ela tio n  which floods h is  p riv a te  h is to ry  with l i ^ t  illum inates a t the 
same time the h is to ry  of the South fo r  the same period of time.
This reve la tion , then, occurring s ig n if ic a n tly  in the only ex­
tended dramatic scene in the n o v ^  (pp. 3 5 1 -3 5 8 )»  serves effec tiv e ly  a s  
the  climax to  Faulkner's nroeression d 'e f fe t  which consis ts  generally, 
as suggested above, in  tiie incremental re p e titio n  of Sutpen's s to ry .
Within the th ree versions of the story , of course, Faulkner malces use of 
the basic elements of the Conradian progression d 'e f f e t : an ever-in­
creasing pace, the re p e titio n  of scenes (or a c tio n s) , and the re p e titio n  
of images and m otifs. The pace does increase in  the l a t t e r  p a rt of th is  
novel, not because of any sim plification  of the syntax, but because the  
obscure references and a llu sio n s  become le s s  obscure f in a lly ,  owing to  
the  rea d e r 's  assim ila tion  of nearly  a l l  the fa c ts  of Sutpen's l i f e  by the 
middle of Chapter Seven (p , 265), The major ac tions, th o u ^  dramatized 
only f  ragmen t a r i ly  as in Li A t  in August, are repeated incrementally 
throughout the  novel: Sutpen's forbidding Jud ith  to  marry Bon i s  perhaps 
the best example. And several important m otifs and images recur, becoming 
more and more re levan t as t h ^  are repeated. One i s  the n o tif  of the boy 
before the door, the  symbol to  Sutpen of h is  design. Owing to h is  peremp­
to ry  d ism issal by a "monkey nigger" from th e  white f ro n t door of a V ir­
g in ia  p lan ta tion  house, he se ts  out to  make him self the  equal of th a t 
p lan ta tio n  owner, and, iro n ic a lly , he does: when, th i r iy  years l a te r ,  h is
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part-Negi-o son appears before h is  xifhite door, Sutpen, l ik e  the owner of 
the V irginia p lan ta tio n , refuses to  admit him,^ Furthermore, he refuses 
to  admit Wash Jones who, though s ix ty  years of age, i s  in  h is  immaturity 
of a t t i tu d e  ju s t  such another poor whit e -tra sh  boy as Sutpen had been.
Supporting the iro n ies  of th is  m otif and leading d ire c tly  to  the
clim actic  moral revela tion  i s  the best example of the repeated image,
the banking or bookkeeping image which condemns Ihe puritan  m oralily of
Sutpen (and the Coldfields) as "inliumanly lo g ica l and b ru ta lly  ab s trac t,"^
The image i s  estab lished  in  the f ) r s t  tiro d iap ters through references by
Rosa Coldfield and Mr. Comp soi. E llen, Sutpen, and Ihr. Coldfid.d:
I  saw the p ric e  which she had paid fo r  th a t house and th a t 
p ride ; I  saw the  notes of hand on p rid e  and contentment and 
peace and a l l  to  which she had put her signature when she
walked in to  the  church th a t n i ^ t ,  begin to  f a l l  due in
succession, (p. 18)
His guests would bring whiskey out w ith them but he drank 
of th is  with a so rt of sparing ca lcu la tio n  as though keep­
ing mentally. General Compson said , a so rt of balance of 
s p ir i tu a l  solvency between the amount of whiskey he accep­
ted  and the amount of running meat which he supplied to  
the guns. (p. 40)
Î4r. Coldfield apparently intended to  use the church in to  
which he had invested a ce rta in  amount of s a c rif ic e  and 
doubtless se lf-d en ia l and ce rta in ly  actual labor, and money 
fo r  the  sake of what might be ca lled  a demand balance of 
s p ir i tu a l  solvency, exactly as he would have used a cotton 
gin in  which he considered him self to  have incurred e ith er 
in te re s t  or re sp o n s ib ility . . . . (pp. 49-50)
Thereafter i t  i s  repeated more often  than any other s ing le  image, accruing
relevance and meaning, l ik e  in te re s t .  In  Chapter Seven, fo r  instance,
’'se e  pp. 93* 229-232, 261, 26? , 341.
2See pp. 288-290 and compare p . 238 w ith them.
^Swiggart, The A rt o f Faulkner* s  Novels, p . I56.
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Quentin, having recounted to Shreve h is  g randfather's  descrip tion  of 
Sutpen's innocence—"that innocence which believed th a t the ingred ien ts 
of m orality  were l ik e  the ingredients of p ie or cake and once you had 
measured them and balanced them and mixed than and put them in to  the 
oven i t  was a l l  fin ished  and nothing but p ie  or cake could come out" — 
brings the image fo r the innocence and the banking image together in  h is  
d escrip tio n  of Sutpen in 1864: " ,  , , as though even while r id in g  he was 
s t i l l  bemused in th a t s ta te  in  which he struggled to  hold c lear and f ree  
above a maelstrom of unpredictable and unreasoning human beings, not h is  
head fo r  breath and not so much h is  f i f t y  years of e f fo r t  and s tr iv in g  
to  e s ta b lish  a p o ste rity , but h is  code of lo g ic  and m oralily, h is  formula 
and rec ipe  of fa c t  and deduction whose balanced sum and product declined, 
refused  to  swim or even f lo a t  (pp. 263, 275)
F in a lly , Faulkner in teg ra te s  w ith the progression d 'e f f e t h is  use 
of th e  technique of juxtaposition  which Conrad had employed so e ffec tiv e ly  
in  Lord Jim. As in  Lord Jim there  i s  th ro u ^ o u t Absalom. Absalom I! a con­
t r a s t  between the time of the actions narra ted  and the time of the n arra ­
tio n  of them. In September, 1909, Rosa Coldfield and Mr. Coirç»son recount 
th e ir  versions of th a t period of Sutpen's l i f e  from I833 to I869 , and in 
th e ir  room at Harvard in January, 1910, Quentin and Shreve work out th e ir  
version of the h is to ry  of the en tire  fam ily, from the b ir th  of Thomas 
Sutpen in  I8O7 to  the deaths of Henry and d y t i e  Sutpen in  December, 1909. 
This con trast allows Faulkner both to  involve the reader immediately in  
the Sutpen story (through the eloquence of the overriding voice) and to  
give him perspective on i t  by occasionally  removing him to a d istance
i t a l i c s .
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from i t ,  A second contrast does much the same th ing . Like the con trast 
in  Lord Jim between Jim* s actions and liarlow* s understanding of them, 
a con trast e x is ts  in  Absalom between Sutpen* s innocent commitment to h is  
design and Quentin and Shreve* s awareness of h is  moral re sp o n s ib ility  
fo r  the catastrophe in  which he involves h is  fam ily.
The most important con trast in  Absalom, however, i s  th a t estab­
lish e d  through the juxtaposition  of the d iffe re n t versions of Sutpen* s 
l i f e .  As Conrad in  Lord Jim juxtaposes Marlow*s seemingly irre lev an t 
d igressions with the events of Jim* s l i f e ,  so Faulkner in  Absalom jux ta­
poses the n a rra to rs ’ conjectural in tei-p retations of Sutpen* s l i f e  and i t s  
meaning. And as Marlow’ s un chronological mental meanderings allow Con­
rad to ai*range the episodes in Lord Jim in the most e ffec tiv e  a r t i s t i c  
order, so Faulkner’s use of th ree  n arra to rs  and h is  employment of Quentin 
Compson as h is  point-of-view  character allow- him to  oilier both the nar­
r a to r s ’ accounts and the events of Sutpen’s l i f e  w ith in  those accounts 
in  an unchronological but a r t i s t i c a l ly  e ffec tiv e  manner.^ Rosa C oldfield’ s 
early  afternoon p recis (Chapter One) of Sutpen*s l i f e  from 1833 to  1866, 
emphasizing her childhood memories from about 1843 on, i s  followed in  "the 
next three chapters by Mr. Compson’s more d e ta iled  review, th a t  evening,
^Richard Coanda recognized -ttiis debt of Faulkner to  Conrad in  h is  
"Absalom. Absalom 1 ; The Edge of In f in ity ,"  Renascence. XI (Autumn, 1958), 
pp. 5-6: "Faulkner owes something to  Conrad, whose works lend  th ree 
s tru c tu ra l devices to  Absalom. Absalom 1 The incanta-tory re p e titio n , the 
te l l in g  and r e te l l in g  of an event so th a t i t s  meaning and emotive power 
bu ild  up te r r i f i c a l ly ,  had forged the panoramic Nostromo in-bo a un ified  
p a tte rn . The use of in terrup ted  dialog which resumes a f te r  an exposi-tory 
suspension the  length of one or more chapters had supplied suspense and 
in te n s ity  to  Under Western Byes. And in tr ic a te  cross-chronology, with 
the sto ry  mo-ving in  space from n arra to r "bo nai-rator and sh if tin g  back­
ward and forward in  time, had given l i f e  and complexity to  Lord Jim."
( Coanda’ s next sentence, however, begins, "The m ultip le  narra-bors derive 
from Henry James’s re f le c to r  technique. . . .")
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of the same period . In Chapter Two he re la te s  the fa c ts  of Sutpen*s 
a c t iv i t ie s  from June, 1833, when he rode in to  Jefferson , th ro u ^  June, 
1838, when he married Ellen C oldfield . In Cliapter Ihree he r e la te s  the 
f a c ts  of Rosa C o ld fie ld 's  C alv in is tic  family backgjround which casts  
l ig h t  backwards onto her Old Testament demonizing in  Chapter One and 
fo ivards onto the f u l le r  m anifestation of her a tti tu d e  in Chapter Five, 
Then in Chapter Four he speculates about the reasons fo r Sutpen* s re fu sa l 
to  allow a marriage between Jud ith  and Bon, reaching only the u n sa tis ­
fac to ry  conclusion th a t Sutpen objected to  Bon* s morganatic marriage 
w ith the octoroon. Quentin's d is sa tis fa c tio n  witii h is  f a th e r 's  " f a ta l ­
i t y ” theory, revealed a t  the aid of the chapter in h is  obsession with 
th e  scene of Ron's death, leads him then to remember (Chapter Five) Rosa 
C o ld fie ld 's  v in d ic tiv e  in te rp re ta tio n , e a r l ie r  in  the afternoon, of ihe 
f a te  of Sutpen and h is  family as the  woric of Old Testament J u s tic e . But 
the  recurrence of the  scene of Bon's death a t  the end of Chapter Five 
reveals  h is  d is s a tis fa c tio n  with th is  in te rp re ta tio n  a lso .
That n igh t Quentin, with Miss Coldfield, meets Henry Sutpen (pp. 
181 , 266, 27^, 373)» receiving thereby both the necessary information and 
the  necessary imaginative stimulus to  work out a more sa tis fa c to ry  in te r ­
p re ta tio n  of the Sutpen f a t s  than e ith e r  h is  fa th e r or Miss Coldfield 
had a irived  a t .  Realizing th a t a l l  the  p e rtin en t fa c ts  must be taken in ­
to  account, Quentin c a rrie s  the sto ry  forward fa r th e r  and delves fa r th e r  
back in to  the past than e ith e r of the  o ther two n a rra to rs . In  Chapter 
Six he t e l l s  Shreve (and the reader) of the events in  the l iv e s  of the 
Sutpens between Bon's death, May 3» I863 , and h is  own v i s i t  to  the Sutpen 
p lace in September, 1909. In Chapter Seven he goes back to  describe the
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o rig in  of Sutpen's design about 1821 during h is  youth in  V irg in ia, h is  
f i r s t  attem pt to  f u l f i l l  i t  in  H a iti, and h is  th ird  attem pt, ending in 
h is  death a t  the hands of old Wash Jones, the w ielder in  1869 of th a t 
heavily  symbolic scythe. F in a lly , then, Quentin and Shreve are  ready 
to  work out in  Chapter Eight th e ir  own conjectural in te rp re ta tio n  of 
Sutpen's re fu sa l to allow the  marriage, th e ir  own in te rp re ta tio n  of üie 
meaning of h is  l i f e  and f a te :  a man i s  morally responsible fo r  h is  ac ts  
and fo r  the influence of those ac ts  on the liv e s  of o th e rs . To help 
make th is  point Faulkner d e lib e ra te ly  withholds the inform ation about 
Sutpen's youth u n til Chapter Seven; th ere  Quentin emphasizes, no t the 
circumstances of Sutpen's b ir th  and youth as h is  fa th e r  m i^ t  have done, 
but the element of choice in  Sutpen's re jec tio n  of h is  H aitian  wife and 
in  h is  re fu sa l th ir ty  years l a t e r  to o ffe r  the sub tle  acknowledgment fo r 
which Bon yearns (pp. 319-35?)» The circumstances render Sutpen's 
motives more understandable, but they do not excuse him from resp o n sib il­
i t y .
Thus, Absalom. Absalom! makes relevant comments on several issues 
larger than Sutpen's l i f e .  Written lik e  Light in August during the 
'th ir tie s , i t  controverts, lik e  Light in August, the claim of determinis­
t ic  naturalism that man i s  not responsible for his actions. I t  also 
makes the point implicitly Wiich Ike McCaslin makes exp lic it in "The 
Bear" that the predicament of the South i s  a result of her refusal to 
acknowledge the relationship of the Negro son. And, as several cr itics  
have noted, Absalom is  "an exploration of unprecedented depth and scope
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in to  the meaning of h isto ry ."^  A h is to ry  relevan t to  the l i f e  of the 
presQ it must be n e ith er a record of a b s tra c t fa c ts  nor a record of 
Divine Providences, but a record of morally involved, morally responsi­
ble human beings. Only th is  kind of h is to ry , informed ty imaginative 
compassion and understanding, can move a man towards the rea liz a tio n  of 
h is  own resp o n sib ility , h is  own ob ligations towards other men."
These extensions of the story of Thomas Sutpen suggest one reason 
why Absalom. Absalomt. as w all as The Sound and the Fury and Light in 
August, s tr ik e s  the reader, even today, with t e r r i f i c  emotional force.
I t  i s  th a t in  Absalom, as in  the o ther t^ «> novels discussed here, Faulk­
ner was involved in  working out h is  own a tti tu d e s  towards naturalism , 
h is to ry , and the South. ^  was emotionally involved in  them. At the 
same time he poured energy in to  them fo r  another reason. He was engaged, 
in  a l l  three novels, in evolving h is  own unique a r t i s t i c  techniques out 
of the assim ilated techniques of h is  m asters. As he indicated several 
times in  interview s, one of the chief of these masters was Joseph Conrad.
^U se Dusoir Lind, "The Design and Meaning of Absalom. Absa3.oml . " 
WF:I I I . p. 279. See also  William R, P o ir ie r , " 'S trange Gods' in  J e ffe r­
son, M ississippi: Analysis o f Absalom. Absalom!." p . 221; and
Joshua Mcdennen, "Absalom. Absalom! and the Meaning of H istory," Papers 
of the Michigan Academy of Science. A rts, and L e tte rs . XLII (1956), pp. 
357^ 9.
CHAPTER V
In  h is  own discussions of Conradian impressionism. Ford Madox 
Ford always assumed i t  to  be the culmination of n o v e lis tic  progress; 
the h is to ry  of the novel was, fo r  him, the h is to ry  of i t s  progress 
towards the techniques of Henry James, Stephen Crane, Joseph Conrad— 
and Ford Madox Ford. Through these techniques the aloof, objective 
n o v e lis t could create  the f u l le s t  possible i l lu s io n  of r e a l i iy ,  the 
tru e  end of the  n o v e lis tic  a r t,^  More recen tly , en thusiasts  of these 
techniques, th ro u ^  c r i t i c a l  pronouncements on Lord Jim and Absalom. 
Absalom I in  p a r tic u la r , have awarded th a t h ighest of a l l  l i te r a r y  
d is tin c tio n s , the la u re l wreath of the tragedian, to  both Conrad, and
^See, fo r  exarçle. The B iglish Novel, pp. 8 5 , 122, 128, 
14.2- 148.
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FauUkner»^ Robert Heilman, fo r example, representing the more popular 
view of Lord Jim as a story of g u i l t  and atonement or s p ir i tu a l  rederç)- 
t io n , a sse r ts  th a t " i t  i s  the progression towards self-knowledge th a t 
i s  the u ltim ate  source of unity  in  Lord Jim" and th a t "Jim i s  th a t ra re  
creature in  Ehglish f ic t io n —the tra g ic  hero ."^  In lik e  manner Absalom. 
Absalom 1 has been called  a tragedy by d e a n th  Brooks, a tra g ic  novel by- 
Richard Coa-ida, and a "c lassic  moral tragedy" by U se  Dusoir Lind.^ And 
Thomas Sutpen, according to  Lennart Bjork, the most recent commenta-tor
^The b est example of th is  taidency in  the c r itic ism  of Faulkner 
i s  now John Lewis Longley, J r . ' s  The Tragic Mask: ^  Study of Faultoer^s 
Heroes (Chapel H ill:  The U niversity of North Carolina Press, 1963) ,  
Longley* s strongest chapter i s ,  I  believe , -the one in  which he presen ts 
h is  case fo r  viewing Joe Chris-traas (L id i t  in  August) as a tra g ic  hero, 
but h is  cen tra l argument, th a t  Christmas’ s s-tory e-vokes the tra g ic  re ­
sponse in -the reader ( "K atharsis i s  -the u ltim ate  c r ite rio n  fo r  measuring 
tragedy, . « . " p« 174) seems to me f in a l ly  unconvincing. Even inord in­
a te  suffering  i s  not in  i t s e l f  n ecessarily  tra g ic ; and Christmas’ s 
wretched l i f e  and calamitous death a re  too much of a piece. The lade of 
con trast keeps the reader, I  th ink , from iden tify ing  himself w ith C hrist­
mas to  the extent necessary to  arouse pi-ty and fe a r  fo r  him self. There­
fo re , though the  reader may possib ly  f e e l  wi-th Lon^ey "a sense of over­
whelming compassion and an almost inconsolable sense of loss" (p. 1?6 , 
ny i ta l ic s )  a t  Grimm's murder of Christmas, he i s  l ik e ly  not to  fe d . an 
œcultant acquiescence in  th e  necessi-ty of the  a c tio n 's  ending so. In ­
stead, he i s  l ik e ly  -to be depressed by Grimm’ s ac tion . Before he can 
gain anything l ik e  a sense of an affirm ation  of man’ s p o te n tia l i t ie s ,  he 
must read "the l a s t  -two chapters of the  novel which deal in  tu rn  with High­
tower and Lena Grove, In o ther words the s to iy  of Joe Chris-tmas i s  no t a 
tragedy but an in te g ra l p a rt of a ca re fu lly  w ritten  novel. For th is  
reason I  f in d  Cleanth Brooks’ s chapter on Light in  August in W illi am 
Faulkner; The Yoknaoa-tawpha Country, a lso  published in 1963, more s a t is ­
fying than Longlqy's, Brooks emphasizes the organic unity  of the  novel 
as a whole, and th o u ^  not averse to  using the term tra g ic  with regard to  
Faulkner’ s novd.s as h is  chapter on Absalom. Absalom! demonstrates,, he 
u ltim ately  se ts  L ight in  August wi-thin the  comic mode; "F inally  and gen­
e ra lly , I  bd .ieve, th e  mode i s  th a t  of comedy (p, 71),"
^"Introduction," Lord Jim ("Rinehart Edition"; New York: Rinehart 
& Co., Inc., 1958)» pp. xix, x x i i i ,
^Brooks, "Absalom. Absalom: The Definition of Innocence," Sewanee 
Re-view, LH (Autumn, 1951)* P* 558; Coanda, Renascence. Xl (Au-bumn, 1958), 
p, 9: Lind, "The Design and Meaning of Absalom. Absalom! " WF;IH. p,304.
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on the novel, i s  Faulkner's "foremost tra g ic  f ig u re ,"  "a true  tra g ic  
hero."^
On the other hand, o ther c r i t i c s  have disputed a tly  and in te r ­
esting ly  the readings of these two novels as trag ed ies, sometimes in 
such a way as to  demonstrate the  close t i e  between th is  question and the 
fu rth e r  one of the possib le  l im ita tio n s  of the im pressionistic  techniques. 
John Paterson argues, fo r  instance, w ith special reference to Absalom. 
Absalomt. th a t the modem n o v e lis t—owing to  h is  commitment to the drama­
t i c  poin t of view, the stream of consciousness method, and the thematic 
or symbolic s tru c tu re—renders "character and inciden t not as values in
themselves, but as counters in  a thematic or symbolic un ity .
The thematic or symbolic s tru c tu re  undermines, fo r  one 
thing, the la rg e  o r heroic v ision of l i f e  which i s  the sine
qua non of tragedy. Since a l l  values are a rb i tr a r i ly
assigned, since nothing has a value in i t s d - f ,  the a n ti­
heroic becomes in  a symbolic frame as meaningful as the 
heroic: to ea t a peach becomes as "valuable" as to  k i l l  
one's fa th e r  or to  s e l l  o n e 's  wife* Like the dramatic 
point of view and the stream of consciousness method, fu r ­
thermore, th e  thematic or symbolic s tru c tu re  modifies the 
objective r e a l i ty  of character and action , forces upon 
them values and meanings n o t in tr in s ic a l ly  th e ir  own and 
weakens them to th is  ex ten t as agents of tragedy.3
So, he thinks, does the modem n o v e lis t 's  h e i^ te n in g  and in te n s if ic a tio n  
of prose:
But i f  A ris to tle  was r i ^ t  in  claiming th a t  the tra g ic  
e ffec t was le s s  a function of language and s ty le  than a 
function of character and p lo t ,  and there i s  l i t t l e  in
"Ancient %rths and the Moral Frameworic of Faulkner’s Absalom. 
Absalom!. " American L ite ra tu re . XXXV (May, 1963)» pp. 196, 203.
^"Hardy, Faulkner, and th e  Prosaics of Tragedy," The Centenni<al 
Review. V (Spring, 1961), p . 164.
3 lb id ,, pp. 164—165.
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the  l i te r a tu r e  of tragedy to  prove him wrong, then the mod­
em  n o v e l's  rh e to rica l complexity and richness would seem, 
from the point of view of tragedy, more a bane than a 
b lessing . Joining with the  dramatic poin t of view, the 
stream of consciousness method, and the a r t  of th e  symbol­
i s t  to  a ttenuate  o r obscure the primary images of charac­
te r  and action , t i e  rh e to ric a l emphasis prevents the novel 
from exploiting the very sources th a t have made in  the p ast 
fo r  the great v i ta l i ty  of tragedy. 1
In P a te rso n 's  opinion, therefore, th o u ^  “more formidable as a work of
a r t  and ce rta in ly  more complete as a novel," Absalom. Absalom! “seems . .
conspicuously in fe rio r  as tragedy" to  Hardy's The Mayor of Casterbridge.^
Throu^ h is  comparison, then, of F aulkner's  novel w ith Hardy's, 
Paterson suggests—contrary to  F ord 's  p o sitio n —th a t  the modem n o v e lis t, 
in  exchange fo r  the very re a l advantages attendant on h is  techniques, has 
given up some equally valuable advantages of the o lder techniques. Thus 
he r a is e s  the f in a l  question to  be discussed in  th is  paper, idiether, as 
Ford assumed, the_doctrine of progress can be applied to the  h is to ry  of 
the novel; idiether, th a t i s ,  the techniques of impressionism make the 
novels of Conrad and Faulkner b e tte r  novels than those of the nineteenth 
century, or merely d iffe re n t. For Ford the im pression istic  techniques 
were normative; they became the  standards by which the n o v e lis t 's  success 
must be measured. The modem reader, however, in view of the seriousness 
of such charges as Paterson lev e ls  against the modem tedm iques, may 
ju s t i f ia b ly  question F ord 's assumption. And i f  he does so, he w ill soon 
f in d  th a t  the answer he reaches w ill hinge on h is  reac tio n  to  the charac­
te r iz a t io n  of the im pression istic  novel. The question very quickly be-
^“Hardy, Faulkner, and the P m saics of Tragedy," The Centennial 
Review. V (Spring, 1961), p. l65>fl66.
^Tbid. .  p . 166.
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comes the following: did the  Conradian im pressionist, in  exchange fo r  
the one great advantage of h is  technique ( th a t of involving the reader 
in tensely  in the f ic t io n a l  experience), give up something equally valu­
able, the a b i l i ty  to  dep ic t the growth and development of character?
Perhaps the best means of getting  a t th is  question i s  to develop 
fu rth e r  th a t of whether or no t Lord Jim and Absalom, Absalom! are , in 
f a c t ,  traged ies, fo r , as Paterson in d ica tes , the question of character­
iz a tio n  i s  cen tra l there too . Actually, as suggested in  Chapter Three 
and implied strongly in  Chapter Four above, n e ith er Lord Jim nor Absalom. 
Absalom! i s  a tragedy in the  tra d itio n a l sense of the  term, fo r  n e ith e r 
contains a re a lly  tra g ic  p ro tag o n is t. IVhile admiring Lord Jim as "one of 
the  most liv in g  characters in  f ic t io n ,"  Dorothy Van Qient reminds the 
reader th a t "he i s  nevertheless an extraordinaidJLy sim plified  type, ob­
sessed with a single idea, d ivested  of a l l  psychological a t tr ib u te s  but 
the very few th a t concretize h is  re la tio n sh ip  with h is  id e a ."  ^ And 
A lbert J ,  Guerard poin ts out tlia t both Conrad in h is  Author's Note and 
Marlow (twice) in h is  o ra l n a rra tiv e  c a ll Jim "simple."^ "In fa c t ,"  
Guerard w rite s , "not very much may seem l e f t  of Jim, a f te r  we have d is ­
counted Marlow's p a r t i a l i t i e s  and d is to r tio n s .
Our sense of depth comes rather from the complexity of 
Marlow's sp ira lin g  response to  th is  no t abnormal man, who 
i s  "one of us." I t  comes p a rtly  too from Marlow's long 
deceptive in sis ten ce  on J im 's  "tru th" and "constanqy": 
deceptive, since they turn  out to  be a tru th  and constancy 
to  the exalted egoism ra th e r  than to  Marlow's own strong
~*The Fhfilish Novel, pp. 229, 230.
^Guerard, CTO, p . 140; Conrad, p. v i i i ;  Lord Jim, pp. 81, 132.
^CTO. p. 140.
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sense of coîumunity o b lig a tio n . And our sense of depth 
comes also  from the paradoxical nature of Marlow's psy­
chologizing, For Marlow in s is t s  on th e  "mysterious” or 
"inscrutable" side of Jim only when speaking of m atters 
th a t  are fam ilia r enou^ to  a l l  of us (though they may 
indeed be "m ysteries"): the s e lf ish  p o te n t ia l i t ie s  of 
idealism  or the saving p o te n t ia l i t ie s  of egoism, the 
human capacily fo r  evasion and self-decep tion , and so 
f o r th .1
Thus, while agreeing th a t Conrad achieves in  the novel the  c la s s ic a l 
tra g ic  irony of "the awful incongruity between human in ten tio n  and 
i t s  consequences in  ac tion ,"  Mrs, Van CHient finds i t  doubtful th a t 
"Conrad goes beyond th a t  p a r tic u la r  tra g ic  incongruity to  the other 
ancient tra g ic  perception, of ennoblement through su ffe rin g ."^  The 
question a t  the end of the novel i s  wtiether J im 's  suffering , "en ta iled  
in  h is  long and strenuous ex ile  and h is  g u il t  and h is  f in a l  g rea t lo ss , 
Ihasf  given him the knowledge, and with the  knowledge the n o b ility , 
which i s  the mysterious and sublime g i f t  of suffering .
Mrs. Van C2ient's implied answer to  th is  question i s  the  same 
as th a t offered above in  Chapter Three ( th a t  Jim f a i l s  to  achieve s e lf -
Icra, pp. 141-142.
^The English Novel, pp. 230, 231, 
3lb id . . p . 231.
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knowledge, th a t he i s  not a tra g ic  hero) For not only does Jim f a i l
to  achieve tra g ic  in sig h t and n o b ility , out also h is  death "brings
about (pro j  actively) the destruc tion  of the community" as w ell as
b i t t e r  sorrow to  those most in tim ate ly  involved with him, Jewel and
S t e i n . 2  With h is  death, as Paterson w rite s  of the death of Sutpen in
Absalom. Absalom I . "the l ig h t  goes out as i f  f o r e v e r .  "3 Like Sutpen,
Jim "passes on not a new and b e tte r  world bom out of th e  violence and
ashes of the old, but a ruined universe incapable of regeneration ,"^
The l a s t  paragraph of the novel d rives th is  point home:
"He i s  gone, in scru tab le  a t  h ea rt, and the  poor g i r l  i s  
leading a so rt of soundless, in e r t  l i f e  in  S tein’s house.
Stein has aged g reatly  of l a t e .  He f e e ls  i t  him self, and
says often  th a t he i s  ’preparing to  leave a l l  th is ; pre­
paring to  leave . . . '  vriiile he waves h is  hand sadly a t 
h is  b u tte r f l ie s ."
Only i f ,  l ik e  Robert Heilman, one takes Stein to be Conrad’ s un­
equivocal spokesman, can he assume th e  au thor’ s approval of Jim’ s roman-
^In ^  D efin ition  of Tragedy ("The Gotham Library” ; New Yoik: New 
York U niversity Press, 19^l) , ^  im portant book which I  read too l a t e  to 
make maximum use o f, Oscar Mandel denies th a t  the tra g ic  recognition i s  
an e ssen tia l element of tragedy (pp. 1h?-15^). In  his view tragedy i s  a 
s itu a tio n  in which the p ro ta g o n is t 's  su fferin g  a r ise s  in ev itab ly  (th e  in ­
e v ita b i l i ty  i s  fo r  Mandel the sine  qua non of tragedy, p . 24) out of h is  
own purpose or ac tion . Such a s itu a tio n  i s  not necessarily  coterminous 
with th e  work which contains i t  (pp. 42, 99-102, 108), In h is  view, then
(pp. 35. 100, 139, 160), Lord Jim con sis ts  of a tragedy (the Patna epi­
sode) and a redemption (the Patusan section) « Behind th is  view are two 
assumptions vdiich I  would challenge. The f i r s t  i s  that the Patusan exper­
ience represents Jim 's  redemption. The second i s  that Jim’ s leap  from the 
Patna i s  an a c t of the kind Mandel req u ires  of the tra g ic  hero (pp. 103- 
10?) : the novel emphasizes Jim’ s p a s s iv ity  in  a l l  h is  jumps. See p . 194 
below.
^Tha B?tglish Novel, p . 233.
^The Centennial Review. V (Spring, 1961), p. 168.
^Ibid.
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t i c  p u rsu it of h is  dream, and only on th is  assumption can he read the 
sto ry  as a tragedy of g u il t  and atonement.’’ But though Stein appears 
in  almost the exact center of the novel (pages 202-230 of 417, and be­
tween the Patna and Patusan sec tio n s) , though Marlow introduces him as 
"one of the most trustvrorthy men" of h is  acquaintance (p . 202) and r e ­
c a l ls  S te in 's  diagnosis and p rescrip tio n  ti-ri.ce l a te r  in  the novel (pp. 
334, 393)t and though (p . 215) S tein repeats the motto, "usque ad finem. " 
of Conrad's maternal uncle and guardian, Thaddeus Bobrowrici, h is  remarks 
in  the novel are qua lified  in  two ways to  keep them from being taken as 
au th o ria l comment,2 In  the f i r s t  p lace the b u ria l imageiy undercuts 
S te in 's  sympathetic id e n tif ic a tio n  with Jim.^ The f i r s t  mention of Stein 
i s  immediately preceded by Marlow's memory of B rie r ly 's  remark, " '"L e t 
him creep twenty fe e t  underground and stay th e re " '"  (p. 202). S te in 's  
d escrip tio n  of how to  be i s  followed immediately by one of Marlow's 
im portant re fle c tio n s , done in  terms of the grave:
The ■vdiisper of h is  conviction seemed to  open before me a 
vast and uncertain  expanse, as of a crepuscular horizon on 
a p la in  a t  dawn—or was i t ,  perchance, a t  the coming of the 
night? One had not the  courage to  decide; but i t  was a 
charming and deceptive l i ^ t ,  throwing the impalpable poesy 
of i t s  dimness over p i ,tfa l ls —over graves. His l i f e  had 
begun in  sa c rif ic e , in  enthusiasm fo r  generous ideas; he 
had trav e lled  very f a r ,  on various ways, on strange paths, 
and whatever he followed i t  had been without fa l te r in g , 
and therefo re  w ithout shame and without re g re t. In  so f a r  
he was r i ^ t .  That was the  way, no doubt. Yet fo r  a l l
1 "In troduction ," Lord Jim ("Rinehart E dition"), pp. x i i ,  x x i.
^The motto appears in  Bobrowski to  Conrad, 9 November 1891, LL,
I ,  1% . A b e tte r  tra n s la tio n  of the  l e t t e r  i s  th a t  in  Baines, Joseph 
Conrad, p . 127.
3see Van Oient, The English Novel, p . 243; Guerard, GTN. pp. 164-
165.
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th a t the great plain on which men wander amongst graves and 
p i t f a l l s  remained very desolate under the impalpable poesy 
of i t s  crepuscular l i # i t  . , . . (p . 215)
And the next morning, having quoted B rie rly ’ s remark to  Stein (p. 219),
Marlow suggests th a t  they "bury" Jim, as, of course, they do—in Patusan
(pp. 219, 221, 245, 322-323).
Thus, through the graves imagery and Marlow's descrip tion of Jim 
to  Stein as a "specimen" (p. 211), Jim i s  made subtly  p a ra lle l  to th e  
b ee tles  and b u tte r f l ie s  aatombed in  the  "catacombs" (p. 204) and "graves" 
(p . 214) lin in g  S te in 's  study. And thus a p a ra lle l  i s  drawn im p lic itly  
between Jim 's romantic egoism and th a t  of S te in . Stein wants the b eau ti­
fu l  b u tte rf ly  "for myself" (p. 211). He wants to  help Jim fo r  the same 
reason, no t because Jim i s  a human being in  need of help , but because 
Stein sees him as a younger version of him self :
"Stein c h a ra c te r is tic a lly  enou^ had a sentim ental motive.
He had a notion of paying off (in  kind, I  suppose) the old 
debt hei had never fo rg o tten . Indeed he had been a l l  h is  
l i f e  especiall)'- frien d ly  to  anybody from the B ritish  I s le s .
His l a t e  benefactor, i t  i s  tru e , was a Scot—even to  the 
length of being called  Alexander M'Neil—and Jim came from 
a long way south of th e  Tweed; but a t  the distance of six 
or seven thousand miles Great B rita in , thougli never dimin­
ished, lodes foreshortened enough ev«i to  i t s  own children 
to rob such d e ta ils  of th e ir  importance. Stein was excus­
able, and h is  hinted in ten tio n s  were so generous th a t I  
begged him most earnestly  to keep them secre t fo r  a time.
(pp. 229-230)
S te in 's  romanticism, th a t i s ,  f a r  from demonstrating Conrad's approval 
of Jim 's romanticism, underlines J im 's  excited , idealized , egoism.
At the same time S te in 's  remarks are q u a lified  in  th e ir  applica­
b i l i t y  to  Jim by th e  sub tle  co n trasts  which are established  between the 
two. I f ,  as Marlow says, S te in 's  l i f e  has been " 'r ic h  in  generous en­
thusiasms, in  friendsh ip , love, war—in  a l l  the exalted elements of
romance*" (p. 217) . i t  has been so because of '"an in tre p id ity  of s p i r i t  
and a physical courage th a t  could have been called  reckless had i t  not 
been l ik e  a n a tu ra l function of the body* " (p. 203) .  because of h is  
following h is destiny "*with u n fa lte rin g  foo tsteps’ " (p . 217). Stein*s 
l i f e  has been a romance, in  o ther words, because he has had th e  a b i l i ty  
to  ac t a t crucial times, not merely to  re -ac t passively . Jim, on the 
other hand, has modeled h is  dream -life on the romances of l ig h t  l i t e r a ­
tu re  but has never been able to  a c t decisively  a t  any c r i t ic a l  juncture 
of h is  l i f e .  Thus, desp ite  S te in ’ s sympathetic id a i t i f ic a t io n  with Jim, 
the im p lic it co n trast which the sto ry  of his l i f e  fu rn ishes the reader 
emphasizes the e ssen tia l p a ss iv ity  of Jim’s nature: he is  a simple, sen­
s i t iv e ,  eg o istic , passive character—pathetic  ra th e r  than tra g ic .
Thomas Sutpen in  Absalom. Absalom I is  f a r  from being a passive 
character, but he i s  ju s t  as e g o is tic  as Lord Jim, even more simple or 
"innocent," and, f in a lly , fo r two reasons prim arily , even le s s  a tra g ic  
p ro tagonist than Jim. In the f i r s t  p lace, lik e  Jim, he f a i l s  to  achieve 
the knowledge or i n s i s t  which might have ennobled h is  character and given 
to  i t  a trag ic  magnificence and grandeur.^ Instead, as Peter Swiggart
 ^Though Mandel would deny the necessity  of Sutpai* s achieving in ­
sigh t (A D efinition of Tragedy, pp. 147-134), he wou].d, I  th ink , agree 
th a t  Sutpen i s  no t a tra g ic  p ro tag o n is t. In terms of h is  d e fin itio n , 
Sutpen’ s downfall i s  not in ev ita b le : "The p ro ta ran is t i s  ac tu a lly  a v ic­
tim, no matter how active  he seems to  be . . . u ltim ate ly  i t  i s
not h is  action, h is  purpose which d efea ts  him, but a more or le s s  casual 
chain o f circumstances which i t  tr ig g e rs  (p. 40)." Moreover, he might 
argue th a t  Sutpen does not su ffe r  as a trag ic  p ro tagonist must: "In short, 
tragedy does no t deal with unflinching  heroes, A chilles without h ee ls . A 
man so tough, and, we m i^ t  add, so monomaniacal th a t  no harm can touch 
him is  not a tra g ic  hero (p . 157)." (As the f i r s t  quotation in d ica te s , 
Mandel excludes from the ranks of tra g ic  heroes those characters who are 
v ictim s, who do not bring about th e i r  own downfall inevi'tabLy through 
th e ir  own purposes or ac tio n s. Among those sp ec ifica lly  excluded on th is
basis  (p . 105) i s  Joe Christmas of L ight in  August).
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w rites , he "seems to diminish ra th e r than increase in  s ta tu re , and a t  the 
time of h is  death he seems only a ca rica tu re  of h is  wasted ambition»"^
His complete innocence of moral p rin c ip le—” * "Whether i t  was a good or a 
bad design i s  beside the po in t; the question i s ,  where did I  make the mis­
take in  i t  , . , (p. 263) —joined with the fa rc ic a l  quality  of h is
th ird  attempt to found a dynasty, th is  time on the f if te e n -y e a r-o ld  IHUy 
Jones, reduces h is  s ta tu re  sharply in  the l a s t  three chapters of the 
novel. In the  second place, the symbolism of h is  l i f e ,  the f a c t  th a t 
as the novel progresses he becomes le s s  and le s s  an indiv idual and more 
and more a rep resen ta tive  of certa in  tendencies in  a society , m ilita te s  
strongly  against any ro le  fo r  him as a tra g ic  •
I t  follovfs, of course, th a t i f  n e ith e r Jim Sutpen i s  a tra g ic  
p ro tagon ist, then n e ith er Lord Jim nor Absalom. Absaj.«.mt i s  a tragedy, 
a t le a s t  in  the tra d it io n a l  sense, fo r ,  as explained in  Chapter Two 
above, Lord Jim i s  Jim’ s s to ry , not Marlow’ s, ju s t  as Absalom i s  Sutpen’ s 
story , not Quentin Compson’s . 3 The most in te re s tin g  discussions of these 
two novels as traged ies, therefo re , are  those ■sdiich, recognizing th a t  
the  novels are  not t ra d it io n a l  trag ed ies , discuss them as modem traged ies
^The Art of Faulkner’ s Novels, p . See also  p . 170,
2
Suggestive fo r  both Lord Jim and Absalom. Absalom I i s  one of 
Northrop Frye’ s d is tin c tio n s  between tragedy and irony: "As tragedy moves 
over towards irony, the sense of the in ev itab le  event begins to  fade ou t, 
and the  sources of catastrophe come in to  view. In  irony catastrophe i s  
e ith e r  a rb itra ry  and m eanin^ess, th e  impact o f an unconscious (or, in  
the p a th e tic  fa lla c y , malignant) irorld on conscious man, or the  r e s u l t  of 
more or le s s  definable so c ia l and psychological fo rces ."  Anatomy of 
C ritic ism ; Four Essays (Princeton, N. J . :  Princeton Ik iiversiiy  Press,
1957) , p . 285. Cannot one say th a t  th e  catastrophes in  Lord Jim and 
Absalom. Absalom I are the r e s u l t  of "more or le s s  definable socia l and 
psychological forces"?
3See above, pp. 77-80 .
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of some kind or o ther. Richard 3ewall, fo r  instance, d iscusses Absalom. 
Absalom! as a modem rendering of the tra g ic  v is icn , the  trag ic  sense of 
th e  world. Basic to  th is  tra g ic  sense of l i f e  i s  a "sense of ancient 
e v il, of ‘ the b lig h t man was bom  for,*  of the pemianence and nystery of 
human suffering."^ The tra g ic  v ision , Sewall w rites, "c a lls  up out of 
th e  depths the f i r s t  (and la s t )  of a l l  questions, the question of exis­
tence: what does i t  mean to  beî"^
I t  impels th e  a r t i s t ,  in h is  f ic tio n s , toward what Jaspers c a lls  
"boundary-situations, " man a t  the l im its  of h is  sovereignty—
Job on the ash-heap, Prometheus on the crag, Oedipus in his 
moment of self-discovery, Lear on the heath, Ahab on h is lonely 
quarter-deck. Here, with a ll  the protective covering stripped 
off, the hero faces as i f  no man had ever faced i t  before the 
existential question—Job's question, "What i s  man?" of Lear's. . . . 
"Is man no more than th is?"3
I t  i s  th is  v is io n , then, which Sevrall f in d s  in  Absalom. Absalom! » 
He recognizes th a t  Sutpen, though the ac to r in  the sto ry , i s  not a  tra g ic  
hero ("VJhat i t  cost him in  s p ir i tu a l  anguish, what he learned, i s  not 
dram atized.") and th a t Quentin, fo r  a d iffe re n t reason i s  not e ith e r :
"he n e ith e r in i t i a te s  nor i s  involved in  an action of magnitude; he i s  
help less  to  do anything about h is  tra g ic  perceptions except t e l l  about 
them. N evertheless, though incomplete as tra d it io n a l tragedy, the  
novel i s  tra g ic  in  th a t  Quentin's achievement of tra g ic  understanding 
completes the tra g ic  movement begun by Sutpen's a c ts . Sutpen's " 'a c ts  
of simple passion and simple v io lence ' provide the impulse, or the f i r s t
^The Vision of Tragedy (New Havai, Conn.: Yale Iftiiversity P ress, 
1959), p T ô .
% bid. . p. 4.
I^b id . ,  p . 5 .
^ Ib id . .  pp. 142, 137.
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phase, of tragedy—i t s  f in a l  phases (the  deep s p ir i tu a l  upheaval and 
knowledge gained) to  be rea lized  in Q uentin's sen sitiv e  and brooding 
consciousness.” ^
Sewall's theory i s  an in trig u in g  one, most p a r tic u la r ly  fo r the 
f a c t  th a t  i t  would serve almost equally well fo r  Lord Jim. One is  
bound to wonder, however, whether im p lic it in  th is  fragm m tation of the  
tra g ic  protagonist i s  not a red u c tio n is t view of human natu re , Sewall 
th inks no t. In_his view, th o u ^  the reader i s  l e f t  a t  the end "in doom 
and d e sp a ir ,” "the very ^ock  sends us back to  the f u l l  sto ry , to a l l  
th a t has been recounted and revealed about the p o s s ib i l i t ie s  in  human­
kind fo r  good and ev il;  and again we see th a t l i f e  has been presented as 
n e ith e r t r iv ia l  nor base nor unlovely. « . Peihaps. S t i l l  the
question must be asked whether a work which assumes, even unconsciously, 
th a t  individual man i s  incapable of both hero ic grandeur and i n s i s t  
can be a profound tra g ic  exploration of the human condition.
Even if  one accepts Sew all's reading, of course, the problem of 
characteriza tion  remains. Whereas the  nineteentli century novel i s  pre­
eminently the novel depicting the  growth and development of character, 
the creation  of what used to be called  the rounded character, the novels 
of Coni‘ad and Faulkner, as c r i t ic s  have noted frequen tly , t r e a t  character­
iza tio n  as a subordinate p a rt of the woi^ as a whole.^ In  th e i r  novels
T^he Vision of Tragedy, p. 137.
^Ib id . .  p . 147.
%or suggestive discussions of characterization in the nineteenth 
century novel see David Daiches, Hoe Novel and the Modem World (rev. ed.; 
Chicago: University of Chicago Press, 19w), pp. 1-24; and Hewitt, Con­
rad; A Reassessment, pp. 131-135»
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the character i s  a p art of the in tr ic a te ,  complex s tru c tu re  of the -whole 
ra th e r than a created  personality  the expression of which i s  the novel; 
he i s  important, not so much as a li-ving creation in  him self, but in  h is  
thematic s ig n ifican ce .'' I t  could hardly be otherwise, for the p a rtic u la r  
techniques of Conradian impressionism, the p ra c tic a l means of woricing out 
the im pression istic  commitment to the "e ffec t of l i f e "  (-which im plies the 
commitment to  o b je c tiv ity ) , allow fo r  l i t - t le  a lte rn a tiv e .
This fundamental commitment to the ob jective creation of the 
e ffec t of l i f e  (through sudi techniques as the narra-tor and the  tim e- 
sh if t)  ra th e r than to  an omniscient, chronological report on l i f e  fu rth e r  
commits the im prea .ion ist to  attempt to  achieve through depth, through a 
m u ltip lic ity  of relevan t d e ta i l ,  vjhat -the older n o v e lis t achieved through 
extension. I f ,  moreover, as in  Conrad and Faulkner, the im pressionistic  
n o v e lis t combines the emphasis of the older novel (the  his-tory of a 
character’ s l i f e  from b irth  to death) with th a t of the newer novel (the 
analysis of m otivation o r consciousness ra-ther than the depiction of 
successive ac tio n s), he commits himself to a s ta t ic  character, fo r  i f  
the d e ta ils  throughout the  novel are to  be re lev an t, then the  .Character 
must remain e s se n tia lly  s ta t ic  throughout. I f ,  fo r  instance, the micro- 
cosmic scenes involving Jason in  -the Benjy section of The Sound and the 
Fury are -to suggest e ssen tia l t r a i t s  in  Jason 's  character, then Jason 
must be e s se n tia lly  the same in sections I I I  and IV a t  th ir ty - f iv e  years 
of age as he i s  in  Section I  a t  f iv e . Thus, as W. M. Frohock w rites in
^Warren, "Introduction," Hostromo. p. xvi; Swiggart, The Art of 
Faulkner's Hovels, p . 21 ; John A. Meixner, Ford Madox Ford 's Novels; ^ 
C ritic a l Study, p., 272,
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h is  essay on Faulkner, the im pressionist reveals ra th e r  than develops 
character.^  Whereas the n ineteenth  century n o v e lis t depicts the growth 
and devd-opment of a rounded character, Conrad and Faulkner gradually 
reveal to  the reader a fu lly  rounded view of an e s se n tia lly  f l a t  or 
s ta t ic  charac ter. This process, i t  i s  tru e , may give the reader the 
i l lu s io n —h is  f i r s t  time through the novel—th a t, as he comes to know Jim 
or Sutpen more and more fu lly ,  he i s  w itnessing the growth and develop­
ment of character. Later re f le c tio n  or a second reading w ill show him 
b e tte r .
Addressing thejnselves to  th is  problem, P eter Swiggart, ten ta tiv e ly , 
and Albert J .  Guerard, more p o s itiv e ly , go a step beyond Sewall. Swig­
g art recognizes th a t " Sutpe.: lacks the s ta tu s  of a tra g ic  hero able to 
recognize the source of d estru c tio n ,"  yet suggests th a t  Faulkner approx^ 
imates the e ffe c t of character growth and development
by f i l te r in g  h is  actions through the speculations of a num­
ber of w itness-narrato rs, who impose th e i r  own obsessive 
soc ia l and moral concerns upon the events they n a rra te .
The reader i s  forced to  take a t  face value the con flic tin g  
in te rp re ta tio n s  of these w itness-figures, who belong to  the 
Southern aristocracy  (with the exception of Quentin Comp son 's 
Hainrard roommate) and read the tragedy of th e ir  region in to  
the Sutpen events. The re a d e r 's  understanding of the socia l 
allegory thus passes through a series  of metamorphoses which 
may be said  to  correspond, however im perfectly, with the 
psychological transform ations of the tra d it io n a l hero.^
Guerard makes much the same point more d ire c tly :
Lord Jim i s  a novel of in te l le c tu a l  and moral suspense, and 
the mystery to  be solved, or conclusion to  be reached, l i e s  
not in  Jim but in ourselves. Can we, faced by th e  ambigui-
^The Hovel of Violence in  America (2d ed. r e v . ; London: Arthur 
Barker Limited, 195^, p. 144.
^The Art, of Faulkner's Novels, p. 1 jO« See also  Karl E, Zink, 
South A tlan tic  Quarterly. L III (July, 1954), pp. 386- 387.
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t i e s  and deceptions of l i f e  i t s e l f  (and morel), apprehend 
the whole experience humanly? Can we come to recognize the 
f u l l  complexity of any simple case, and respond both sym­
p a th e tica lly  and morally to  Jim and h is  version of "how to  
be"? The reader, in  a sense—and how tru e  th is  w ill be of 
Absalom. Absalom I —turns out to  be the hero of the novel,
e ith e r succeeding or fa i l in g  in  h is  human task of achiev­
ing a balanced view.^
The reader himself i s  the hero! Yet the reader of such a work 
m i^ t  perhaps be pardoned fo r  wondering b r ie f ly  whether the author of 
a novel in which the reader must be h is  own hero has not abdicated h is
ro le  as a r t i s t .  For answer Guerard undoubtedly would re fe r  him to the
follow ing passage in  which he draws a major d is tin c tio n  betweai l i te ra ry  
a r t  and l i f e :
Art induces g reater sy i#ath ies (but also s te rn er judgments) 
than most of us are capable of in  th e  d a ily  conduct of our 
l iv e s ;  i t  compels us to l iv e  le s s  in d iffe re n tly , and f re e s  
us from the irre le v a n t. This does no t mean th a t a r t ,  cheat­
ing us, i s  untrue to l i f e ,  but th a t  i t  a ^ s  fo r  an in te n s i­
f ie d  response to  something " lik e  l i f e . " ^
The modem n o v e lis t, in other words, has the same ro le  as the l i te r a r y
a r t i s t  has always had. I t  i s  he who must se le c t and arrange the m aterial
so as to  induce the greater sympathies and the  ste rner judgments in the
reader.
S t i l l ,  a skep tica l reader might fin d  debatable the proposition 
th a t  the in ten s ity  of h is  involvemmt in  Lord Jim and Absalom. Absalom I 
i s  much superior in  e ith e r  kind or degree to  th a t  of h is  involvement in , 
say, Emma or % e P o r tr a i t  of a Lady, both of which present the  growth 
and development of a heroine th ro u ^  a lim ited  au thoria l omniscience. I t  
might w ell be argued, on the contrary, th a t  th e  in tense involvement of
^CTM. p. 14-2.
^ Ib id . , p . 129.
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the reader i s  one c h a ra c te r is tic  of a l l  g reat l i te ra tu re ,  including the 
great novels of the nineteenth  century. The reader m i^ t  wonder, fu r ­
thermore, whether th e  im plication of Guerard's praise of the impression­
i s t i c  novel i s  not th e  same as the assumption underlying Ford Kadox F ord 's 
approach to Conradian impressionism: here i s  the culmination of novelis- 
t i c  progress. And such a reader m i^ t  wonder f in a lly , therefo re , whether 
the necessity  of h is  h'feing h is  own hero in the im pressionistic novel i s  
the r e s u lt  of superior modem techniques o r a necessity imposed on the 
n ovelist in the attempt to compensate fo r what he had lo s t  th ro u ^  these 
techniques: in the im pression istic  novel such as Lord Jim or Absalom. 
Absalom! the reader must be the hero, fo r i f  any growth or development 
of character i s  to  take p lace, i t  w ill have to  be in him.
To what extent th is  p a r tic u la r  lim ita tio n  of Conradian impression­
ism i s  a general l im ita tio n  of modem techniques or the  modem novel i s  
hard to determine. Probably i t  i s  a lim ita tio n  peculiar to the novels 
of Conrad and Faulkner, a ris in g , a t  le a s t  in  p a r t, out of th e ir  attempt 
to  emphasize both character and "p lo t” (action and chronology) th ro u ^  
techniques which exact th e ir  t o l l  on these authors' devided allegiances 
ty  n ecessita tin g  s ta t i c  ch arac te riza tio n . Unfortunately, the best 
novels of both authors f a l l  in to  th is  category. Among the major charac­
te r s  of Conrad* s four best novris  only Razumov of Under Western Eves 
can be said both to  a c t and to  gain i n s i s t ,  and none of the major char­
ac te rs  of Faulkner's b e s t can be said to  do so. Not u n t i l  h is  creation 
of Chick Mallison in  In tru d e r in  the Dust did Faulkner delineate  a char­
ac ter -vdio c learly  does both, but by th a t time, s ig n ifican tly , h is  b es t 
works—and many of h is  in ç re ss io n is tic  techniques—were behind him, - On -
2 0 2
the o ther hand Lambert S tre th er seems both to  ac t and gain in s ig h t in  
The Ambassadors, and David Daiches maintains th a t Stephen Dedalus in 
Ulysses i s  "perhaps the most complete and rounded character in  a l l  f i c ­
tion ."^  The point would seem to  be, then, th a t good as they were and 
are the techniques of Conradian impressionism do not represent the f in a l  
end towards which the energy of the novel has been driv ing  since i t s  in ­
ception but a se t of very useful a r t i s t i c  techniques and convaitions 
containing inherently  both great advantages and a t  le a s t  one major d is ­
advantage.
^The Novel and the I4odem World, p. 18,
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